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In the 1990s, the London-based production company, Working Title Films, become synonymous with 
a brand of globally oriented popular cinema which is identifiably British in content while also 
embracing many of the aesthetic and cultural forms of Hollywood filmmaking. Notable films include 
Four Weddings and a Funeral (1994), Bean (1997), The Borrowers (1997) and Notting Hill (1999). This 
paper examines the origins of this production strategy between 1988 and 1993. During these six 
years, Working Title was transformed from an independently owned and managed production 
company which largely produced Channel 4-a┌ﾐSWS けゲﾗIｷ;ﾉ ;ヴデ IｷﾐWﾏ;げ デﾗ ; ゲ┌HゲｷSｷ;ヴ┞ ﾉ;HWﾉ ﾗa デｴW 
nascent film studio, PolyGram Filmed Entertainment (PFE). Taking the approach of business history, I 
┘ｷﾉﾉ W┝ヮﾉﾗヴW PFEげゲ ﾆW┞ ｷﾐﾐﾗ┗;デｷﾗﾐゲが ヮ;ヴデｷI┌ﾉ;ヴﾉ┞ デｴW SW┗WﾉﾗヮﾏWﾐデ ﾗa デｴW ゲﾗ-I;ﾉﾉWS けIﾗﾐデヴﾗﾉ ゲｴWWデげが ; 
creative and commercial filter used to inform green-light decisions. In so doing, a complex and 
dynamic picture of filmmaking within a newly formed studio system emerges. Significantly, control 
sheet-like business practices were also adopted by the major Hollywood studios. Thus, the logic of 
the control sheet continues to underpin the current media ecology of Hollywood at large, including 
デｴ;デ ﾗa Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ I┌ヴヴWﾐデ ヮ;ヴWﾐデ Iﾗﾏヮ;ﾐ┞が Uﾐｷ┗Wヴゲ;ﾉく   
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PolyGram Filmed Entertainment and Working Title Films: The making of a film studio and its 
production label  
The British film industry has known few success stories like Working Title Films. Now more than 30 
years in the making, the London-based production company has become synonymous with a brand 
of globally oriented popular cinema which is identifiably British in content while also embracing 
many of the aesthetic and cultural forms of Hollywood filmmaking. The first results of this 
production strategy emerged during the 1990s in romantic comedies such as Four Weddings and a 
Funeral (1994) and Notting Hill (1999) and family comedies like Bean (1997) and The Borrowers 
(1998). Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ ﾗヴｷｪｷﾐゲが ｴﾗ┘W┗Wヴが ﾉ;┞ ｷﾐ the largely antithetical creative and commercial realm 
ﾗa けゲﾗIｷ;ﾉ ;ヴデ IｷﾐWﾏ;げ S┌ヴｷﾐｪ デｴW ヮヴW┗ｷﾗ┌ゲ SWI;SW, including such films as My Beautiful Laundrette 
(1985), Wish You Were Here (1987) and Edward II (1991). One version of the Working Title story 
ｷﾐ┗ﾗﾉ┗Wゲ ; IﾗﾐゲｷSWヴ;デｷﾗﾐ ﾗa デｴW Iﾗﾏヮ;ﾐ┞げゲ ﾗ┌デヮ┌デ over time as an evolving collection of texts. 
Indeed, the films listed above provide rich and diverse examples of the ways in which Working Title 
has presented versions of Britain and Britishness for consumption as popular culture. A second 
version of the Working Title story involves an examination of the parallel and interconnected history 
of the company as a business. Such an account requires an exploration of the creative and 
commercial contexts of filmmaking at play within Working Title and, in turn, an understanding of 
ｴﾗ┘ ゲ┌Iｴ SWデWヴﾏｷﾐ;ﾐデゲ ┘WヴW ゲｴ;ヮWS H┞ デｴW Iﾗﾏヮ;ﾐ┞げゲ ヴWﾉ;デｷﾗﾐゲｴｷヮゲ ┘ith other film businesses.  
This article takes the latter approach, focussing on the period between 1988 and 1993. 
During these six years, Working Title was transformed from an independently owned and managed 
production company which largely produced Channel 4-funded films  to a suHゲｷSｷ;ヴ┞ けﾉ;HWﾉげ ﾗa デｴW 
nascent film studio, PolyGram Filmed Entertainment (PFE). In turn, PFE was a subsidiary of the major 
record company, PolyGram, itself a subsidiary of the consumer electronics manufacturer, Philips. 
Thus, this article considers Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ ｷﾐゲデｷデ┌デｷﾗﾐ;ﾉ ヴWﾉ;デｷﾗﾐゲｴｷヮ ┘ｷデｴ PFE and the related issue of 
Pﾗﾉ┞Gヴ;ﾏげゲ diversification into the film business during the late 1980s and early 1990s. The period 
under study has a yet larger significance for two reasons. Firstly, the internal structures and 
processes developed within Working Title remained in place throughout the Iﾗﾏヮ;ﾐ┞げゲ ┞W;rs as a 
PFE label, and have endured with only minor alteration under its present parent company, Universal. 
Secondly, the creative and commercial filter which PFE developed for making production decisions 
(the so-I;ﾉﾉWS けIﾗﾐデヴﾗﾉ ゲｴWWデげぶ has also continued in various modified forms within the Hollywood 
film industry at large. The result is a study of the evolving media ecology of a newly devised studio 
system which simultaneously worked within and without the established Hollywood order. Charting 
the development of such business structures and practices has only been possible thanks to a wealth 
of previously unpublished archival material and interviews with current and former personnel at 
both Working Title and PFE. 
 
A strategy of Diversification: PolyGram Pictures and PolyGram Media Division (1980-1988) 
 
For PolyGram, the 1980s was a decade of mixed fortunes in which a strategy of diversification into 
the film industry was attempted at either end. In the previous two decades the company expanded 
its assets in the record industry by establishing or acquiring artists-and-repertoire (A&R) companies, 
Iﾗﾏﾏﾗﾐﾉ┞ ﾆﾐﾗ┘ﾐ ;ゲ ヴWIﾗヴS けﾉ;HWﾉゲげ including Polydor, Decca, Mercury and London Records. 
PolyGram managed its labels as semi-autonomous businesses which developed distinct musical 
identities. Generic business functions such as financing, manufacturing, publishing, marketing and 
distribution were, however, centralised within PolyGram 1. The natural synergies between the record 
and film businesses began to take effect when a disco label, RSO Records, produced a string of 
successful musical films, including Jesus Christ Superstar (1973), Saturday Night Fever (1977) and 
Grease (1978). A similar situation evolved at the Los Angeles-based Casablanca Records and 
FilmWorks which, under the leadership of the producers Peter Guber and Jon Peters, evolved into 
PolyGram Pictures. Between 1980 and 1983 the venture produced 7 feature films and 24 television 
episodes at a total cost of over $80 million. The business, however, proved to be a financial disaster 
for PolyGram. At the end of the decade, the PolyGram Pictures loss was estimated at $50 million2.  
During the same period, Michael Kuhn, a lawyer by training, was working his way up the 
W┝WI┌デｷ┗W ヴ;ﾐﾆゲ ;デ Pﾗﾉ┞Gヴ;ﾏげゲ international headquarters in London. In 1982, while acting as 
Pﾗﾉ┞Gヴ;ﾏげゲ DｷヴWIデﾗヴ of Legal and Business Affairs, Kuhn had been given the task of establishing and 
managing PolyGram Music Video Ltd. Responding to the demands of MTV, the company 
commissioned independent music video companies to produce content aﾗヴ デｴW ;Iデゲ ﾗa Pﾗﾉ┞Gヴ;ﾏげゲ 
various UK-based labels. Over the years that followed, Kuhn gradually gained approval to make 
けﾉﾗﾐｪ-aﾗヴﾏ ﾏ┌ゲｷI ┗ｷSWﾗゲげ ┘ｴｷIｴ aW;デ┌ヴWS Pﾗﾉ┞Gヴ;ﾏ ;ヴデｷゲデゲ ;ﾐS ヮﾉ;┞WS ｴW;┗ｷﾉ┞ ﾗﾐ the link between 
music and film. Pﾗﾉ┞Gヴ;ﾏげゲ ゲﾉﾗ┘ﾉ┞ reviving interest in film was given an official home with the 
creation of the Media Division in February 1987. Kuhn was promoted to the position of Vice 
President of PolyGram and appointed CEO and President of the Media Division. Simultaneously, 
Malcolm Ritchie, a chartered accountant, was recruited to the division and appointed CFO. Over the 
Iﾗ┌ヴゲW ﾗa デｴW ヱΓΓヰゲが デｴW デ┘ﾗ ﾏWﾐ HWI;ﾏW デｴW IｴｷWa ;ヴIｴｷデWIデゲ ﾗa Pﾗﾉ┞Gヴ;ﾏげゲ Sｷ┗WヴゲｷaｷI;デｷﾗﾐ ｷﾐデﾗ aｷlm 
for the second time, with Kuhn assuming responsibility for the overall vision and strategy of the 
company and Ritchie implementing the business structures and processes through which the 
company would operate. 
 The legacy of PolyGram Pictures, however, cast a long shadow over the development of the 
Media Division. Each business plan that the new venture produced contained a section dedicated to 
explaining the reasons for the failure of PolyGram Pictures. One such example noted that, けﾉW;┗ｷﾐｪ 
;ゲｷSW H;S ﾏ;ﾐ;ｪWﾏWﾐデ ;ﾐS ┘;ﾐデﾗﾐ W┝デヴ;┗;ｪ;ﾐIWげ, the collapse had been the result of six 
interlocking factors. Three related to the lack of ancillary markets for films. Both the home video and 
pay television markets were virtually non-existent, while the dominance of state broadcasting 
monopolies diminished the price of product in the international market. Two further problems were 
structural. Firstly, the lack of an established back catalogue of films meant that failure at the box 
office could not be absorbed by other income streams. Secondly, there was ﾐﾗ けefficient tax 
;ヴヴ;ﾐｪWﾏWﾐデゲげ ┘ｷデｴ ┘ｴｷIｴ デｴW Iﾗゲデ ﾗa ヮヴﾗS┌Iデｷﾗﾐ Iﾗ┌ﾉS HW ゲｴWﾉデered. Finally, the 20 percent rise in 
interest rates during the period had conspired to make the overall enterprise yet more difficult3. 
Significantly, by the late 1980s several of the conditions that had been disadvantageous to PolyGram 
Pictures had become advantages for the Media Division. Just as the market introduction of the CD - a 
technology developed by Philips and Sony - had changed Pﾗﾉ┞Gヴ;ﾏげゲ aﾗヴデ┌ﾐWゲ ｷﾐ デｴW music business, 
it was hoped that home video would prove a similar spur in the film business. As Kuhn explained:    
 
The management at PolyGram saw a time when everyone had bought a CD player and 
renewed their entire catalogue, and as we became a public company, albeit only 20 percent, 
デｴW┞ ┘WヴW ;ﾉﾉ ゲ;┞ｷﾐｪが け┘Wﾉﾉが ┘ｴ;デげゲ ┞ﾗ┌ヴ ﾐW┝デ デヴｷIﾆい Wｴ;デ ;ヴW ┞ﾗ┌ ｪﾗｷﾐｪ デﾗ Sﾗ ﾐW┝デいげ TｴW┞げS ;ﾉﾉ 
got used to 15 percent year on year growth in profits throughout the 19Βヰゲく Tｴ;デげゲ ┘ｴWヴW 
the plan for a film division came from, simply because 50 percent of the revenues from film 
came from video. Videos were bits of plastic being distributed around the world through 
retail shops, which is what we did on the record side. We had the infrastructure in 40 
countries and we knew that we were quite good at financial control of creative business, 
┘ｴｷIｴ ｷゲ ┘ｴ;デ デｴW aｷﾉﾏ ｷﾐS┌ゲデヴ┞ ｷゲ ;ゲ ┘Wﾉﾉく “ﾗが ┘ｴ;デ ┘WげS ｴ;┗W デﾗ Sﾗ ｷゲ ｪWデ ; ゲ┌ヮヮﾉ┞ ﾉｷﾐW ﾗa 
films and then learn how to market them4. 
 
Making progress with such a plan was, however, further dampened by personnel changes at 
the top of the company. H;┗ｷﾐｪ ﾏ;ゲデWヴﾏｷﾐSWS デｴW Iﾗﾏヮ;ﾐ┞げゲ revival during the 1980s, Pﾗﾉ┞Gヴ;ﾏげゲ 
CEO, Jan Timmer, accepted a position on the Group Management Committee at Philips at the end of 
1987. He was replaced by David FｷﾐWが デｴW aﾗヴﾏWヴ CEO ﾗa Pﾗﾉ┞Gヴ;ﾏげゲ UK ﾗヮWヴ;デｷﾗﾐゲく けD;┗ｷS FｷﾐW ｴ;S 
HWWﾐが ┌ﾐSWヴ J;ﾐ TｷﾏﾏWヴが デｴW ｪ┌┞ ┘ｴﾗげS ｴ;S デﾗ HW デｴW ﾐ┌デゲ ;ﾐS Hﾗﾉデゲ ﾏ;ﾐ;ｪWヴく HW ┘;ゲﾐげデ ; ┗ｷゲｷﾗﾐ;ヴ┞が 
H┌デ デｴW ｪ┌┞ ┘ｴﾗ ｴ;S デﾗ SWﾉｷ┗Wヴ デｴW ヴWゲ┌ﾉデゲ ;ﾐS ﾏ;ﾆW デｴW ﾐ┌ﾏHWヴゲ ┘ﾗヴﾆげが K┌ｴﾐ W┝ヮﾉ;ｷﾐWSく けHW was a 
fantastic manager in that regard, but anything that looked risky and dangerous like the launch of CD 
in the first place and certainly films later, he inherently felt - probably quite rightly - resistant to and 
ﾐWヴ┗ﾗ┌ゲ ;Hﾗ┌デげ5. Accordingly, the investments made by the Media Division were both modest and 
keenly observed in its first years of operation. Nonetheless, Kuhn and Ritchie began considering the 
foundations of a film company which, like デｴW W┝ｷゲデｷﾐｪ Pﾗﾉ┞Gヴ;ﾏ けﾉ;HWﾉ ゲ┞ゲデWﾏげ, would be created by 
acquiring or establishing independent production companies.  
Immediately prior to the establishment of the Media Division, Kuhn had used funds made 
available through PolyGram Music Video to begin investing in low-budget feature films. The first of 
these efforts, Private Investigations (1987), was produced by “デW┗W Gﾗﾉｷﾐ ;ﾐS “ｷｪ┌ヴﾃﾗﾐ けJﾗﾐｷげ 
Sighvatsson, the owners of the LA-based music video production company, Propaganda Films. In 
January 1988 PolyGram acquired a 49 percent stake in Propaganda for $3.25 million6. On paper, 
Pヴﾗヮ;ｪ;ﾐS;げゲ aﾉﾗ┌ヴｷゲｴｷﾐｪ ゲ┌IIWゲゲ ;ゲ ; ヮヴﾗS┌IWヴ ﾗa ﾏ┌ゲｷI ┗ｷSWﾗゲ ヴWヮヴWゲWﾐデWS ; ﾐ;デ┌ヴ;ﾉ aｷデ ┘ｷデｴ 
Pﾗﾉ┞Gヴ;ﾏげゲ W┝ｷゲデｷﾐｪ H┌ゲｷﾐWゲゲ ｷﾐデWヴWゲデゲく “ｷｪﾐｷaｷI;ﾐデﾉ┞が ｴﾗ┘W┗Wヴが Gﾗﾉｷﾐ ;ﾐS “ｷｪｴ┗;デゲゲﾗﾐ ┘WヴW ﾏﾗヴW 
interested in producing feature films, with early efforts The Blue Iguana (1988) and Fear Anxiety and 
Depression (1989) funded through a combination of equity investment from Media Division and 
domestic and international pre-sales organised by Propaganda. Similarly, K┌ｴﾐげゲ relationship with 
Working Titleげゲ aﾗ┌ﾐSｷﾐｪ ヮ;ヴデﾐWヴゲが Tｷﾏ BW┗;ﾐ ;ﾐS “;ヴ;ｴ ‘;SIﾉ┞aaWが ┘;ゲ initially predicated on the 
music video business. In May 1983, the pair established Aldabra Ltd., a music video production 
company based on New Oxford Street. Producing videos for acts signed to the A&R labels of the 
major record companies, Aldabra received commissions from, amongst others, PolyGram Music 
Video. The following year Bevan and Radclyffe incorporated Working Title Ltd. to accommodate 
their feature filmmaking activities. Housed in a one room office on the nearby Little Russell Street, 
the new company soon became immersed in a filmmaking landscape dominated by the nascent 
けゲﾗIｷ;ﾉ ;ヴデ IｷﾐWﾏ;げ ﾗa Cｴ;ﾐﾐWﾉ ヴ. 
 
Working Title Films, Channel 4, and けゲﾗIｷ;ﾉ ;ヴデ IｷﾐWﾏ;げ (1984-1988)  
 
Like the majority of independent production companies in 1980s Britain, Working Title would 
receive most of its feature film funding from Channel 4, the first television broadcaster to challenge 
the BBC/ITV duopoly.  TｴW Iｴ;ﾐﾐWﾉげゲ ﾗ┌デヮ┌デ ┘;ゲ ｪ┌ｷSWS H┞ ; clear public service remit as defined in 
the 1980 Broadcasting Act. Fｷヴゲデﾉ┞が ｷデ ｴ;S デﾗ Hヴﾗ;SI;ゲデ ; けゲ┌ｷデ;HﾉW ヮヴﾗヮﾗヴデｷﾗﾐ ﾗa ﾏ;デデWヴ I;ﾉI┌ﾉ;デWS デﾗ 
;ヮヮW;ﾉ デﾗ デ;ゲデWゲ ﾐﾗデ ｪWﾐWヴ;ﾉﾉ┞ I;デWヴWS aﾗヴ H┞ ITVげく “WIﾗﾐSﾉ┞が ; けゲ┌ｷデ;HﾉW ヮヴﾗヮﾗヴデｷﾗﾐげ ﾗa ヮヴﾗｪヴ;ﾏﾏWゲ 
had to HW ﾗa ;ﾐ けWS┌I;デｷﾗﾐ;ﾉ ﾐ;デ┌ヴWげが ;ﾐS デｴｷヴSﾉ┞が デｴW Iｴ;ﾐﾐWﾉ ┘;ゲ ヴWケ┌ｷヴWS デﾗ けWﾐIﾗ┌ヴ;ｪW ｷﾐﾐﾗ┗;デｷﾗﾐ 
and experiment in the form and content of pヴﾗｪヴ;ﾏﾏWゲげ. Finally, and perhaps most significantly for 
デｴW Iｴ;ﾐｪｷﾐｪ ゲデヴ┌Iデ┌ヴW ﾗa デｴW ｷﾐS┌ゲデヴ┞ ｷﾐ Bヴｷデ;ｷﾐが Cｴ;ﾐﾐWﾉ ヴ ┘ﾗ┌ﾉS ;Iデ ;ゲ ; けヮ┌Hﾉｷゲｴｷﾐｪ ｴﾗ┌ゲWげ H┞ 
commissioning independent producers or the existing ITV companies7. Cｴ;ﾐﾐWﾉ ヴげゲ ﾏ;ﾐS;デW デﾗ HW 
SｷaaWヴWﾐデ ┘;ゲ Iｴ;ﾐﾐWﾉﾉWSが ﾏﾗゲデ ﾐﾗデ;Hﾉ┞が デｴヴﾗ┌ｪｴ D;┗ｷS ‘ﾗゲWが デｴW Iｴ;ﾐﾐWﾉげゲ aｷヴゲデ “Wﾐｷﾗヴ 
Commissioning Editor for Fiction and his team which jointly assumed responsibility for Film on Four, 
a title applied to both the filmmaking sub-section of the Channel and the slot in the broadcasting 
schedule which would host its produce.  
After completing its first Channel 4-funded film, My Beautiful Laundrette, a third partner, 
Graham Bradstreet, joined Working Title as Finance Director. His arrival prompted the dissolution of 
original company and a new company, Working Title Films Ltd., was incorporated in July 1986. In 
several cases, including Sammy and Rosie Get Laid (1987) and A World Apart (1988) additional 
funding foヴ Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ aｷﾉﾏゲ I;ﾏW aヴﾗﾏ Bヴｷデｷゲｴ “IヴWWﾐ Fｷﾐ;ﾐIW LデSくが ;ﾐﾗデｴWヴ ヮ┌HﾉｷIﾉ┞ ﾗ┘ﾐWS 
institution, partially funded by Channel 4 throughout the 1980s. Such support served to insulate the 
filmmaking process, to a greater or lesser extent, from the commercial pressures of the free market. 
As Radclyffe explained: 
  
TｴWヴW ┘WヴWﾐげデ ゲﾗ ﾏ;ﾐ┞ ┗ﾗｷIWゲ ﾗﾐ デｴW IヴW;デｷ┗W ゲｷSWく Tｴ;デ ┘;ゲ ヮ;ヴデﾉ┞ HWI;┌ゲW デｴWヴW ┘WヴWﾐげデ ゲﾗ 
many investors and partly because the investors tended not to have conflicting voices. If 
there were only two に Channel 4 and British Screen に that was easy. The trouble with too 
ﾏ;ﾐ┞ ┗ﾗｷIWゲ ｷゲ デｴ;デ ｷデげゲ デﾗﾗ W;ゲ┞ デﾗ ｪﾗ Sﾗ┘ﾐ デﾗ デｴW ﾉﾗ┘Wゲデ Iﾗﾏﾏﾗﾐ SWﾐﾗﾏｷﾐ;デﾗヴく Wｴ;デ 
┘ﾗヴﾆゲ aﾗヴ ﾗﾐW ｷﾐ┗Wゲデﾗヴ SﾗWゲﾐげデ ﾐWIWゲゲ;ヴｷﾉ┞ ┘ﾗヴﾆ aﾗヴ ;ﾐﾗデｴWヴ ;ﾐS デｴ;デ HWIﾗﾏWゲ ; IﾗﾏヮﾉW┝ 
issue. With Channel 4 and British Screenが ┞ﾗ┌ SｷSﾐげデ ｴ;┗W デﾗ ヮヴW-empt what each individual 
investor and market would think of a film8 
 
Iﾐ ｴｷゲ ;ゲゲWゲゲﾏWﾐデ ﾗa Fｷﾉﾏ ﾗﾐ Fﾗ┌ヴげゲ IヴW;デｷ┗W ﾉWｪ;I┞が CｴヴｷゲデﾗヮｴWヴ Wｷﾉﾉｷ;ﾏゲ ｴ;ゲ SWゲIヴｷHWS デｴW 
Iﾗﾏヮ;ﾐ┞げゲ ﾗ┌デヮ┌デ ;ゲ けゲﾗIｷ;ﾉ ;ヴデ IｷﾐWﾏ;げく Tｴｷゲ aﾗヴﾏ ﾗa IｷﾐWﾏ;が ｴW ゲ┌ｪｪests, demonstrates many of 
the tropes of European art cinema に けｷﾐSｷ┗ｷS┌;ﾉ ｷSWﾐデｷデ┞が ゲW┝┌;ﾉｷデ┞が ヮゲ┞IｴﾗﾉﾗｪｷI;ﾉ IﾗﾏヮﾉW┝ｷデ┞が ;ﾐﾗﾏｷWが 
WヮｷゲﾗSｷIﾐWゲゲが ｷﾐデWヴｷﾗヴｷデ┞が ;ﾏHｷｪ┌ｷデ┞が ゲデ┞ﾉWげ に combined with other prominent themes in British 
cinema, including the depiction of social issues and the use of realism as a representational mode9. 
During this period, the filmmaking culture at Working Title mirrored the sensibilities of social art 
cinema by embracing attitudes and practices which typically eschewed commercial imperatives. As 
Radclyffe recalled:       
 
Everyone was given profit participation and I think at Working Title we gave more people 
profit participation than some of the other companies did. We always gave the heads of 
department something because then, psychologically, they felt it was theirs too. It sounds 
rather naïve, but you wanted to have a good time as well. So we fed everybody well and had 
ヮ;ヴデｷWゲく I Sﾗﾐげデ デｴｷﾐﾆ ｷデげゲ ﾉﾗﾗﾆｷﾐｪ ;デ デｴW ヮ;ゲデ デｴヴﾗ┌ｪｴ ヴﾗゲW デｷﾐデWS ｪﾉ;ゲゲWゲが H┌デ ｷデ SｷSﾐげデ feel 
nearly as hard as it does now. We were also dealing with people at the beginning of their 
I;ヴWWヴゲ ;ゲ ┘Wﾉﾉ ;ﾐS デｴWヴW ┘WヴWﾐげデ デｴ;デ ﾏ;ﾐ┞ ｷﾐSWヮWﾐSWﾐデ aｷﾉﾏゲ HWｷﾐｪ ﾏ;SWく I デｴｷﾐﾆ 
everybody did it because they loved it. I never remember going through the agony of trying 
to persuade somebody to accept a deal to be on a film, whether that was cast or crew. 
Nobody would ever turn anything turn down in those days for the money10 
 
By 1988, Working Title had earned a position at the forefront this wave of creativity by 
working largely within a filmmaking landscape defined by the influence of Channel 4 while also 
contributing to its substance. Simultaneously, the company attracted the attention of Michael Kuhn 
┘ｴﾗ HWｪ;ﾐ デﾗ ヮﾉ;ﾐ デｴW Iﾗﾏヮ;ﾐ┞げゲ ｷﾐデWｪヴ;デｷﾗﾐ ｷﾐデﾗ Pﾗﾉ┞Gヴ;ﾏげゲ Media Division as its second 




Pﾗﾉ┞Gヴ;ﾏ MWSｷ; Dｷ┗ｷゲｷﾗﾐが Wﾗヴﾆｷﾐｪ TｷデﾉW Fｷﾉﾏゲ ;ﾐS デｴW HWｪｷﾐﾐｷﾐｪゲ ﾗa デｴW PFE けﾉ;HWﾉ ゲ┞ゲデWﾏげ (1988-
1990)   
 
In July 1988 the Media Division established Working Title Television Ltd. (WTTV) as a joint 
venture with Working Title Films Ltd. PolyGram assumed a 49 percent stake in the venture, while 
Working Title assumed the remaining 51 percent. PolyGram capitalised the company with an 
unspecified investment けup to a maximum limit of £2 millionげく Eゲデ;Hﾉｷゲｴｷﾐｪ WTTV was, in part, 
motivated by the prospect of the 1990 Broadcasting Act which would ensure that UK broadcasters 
had to commission at least 25 percent of their programming from independent producers11. The 
governing reason for the investment, however, was to forge a relationship with Working Title Films. 
The prospect of investing in Working Title Films was, for Kuhn, in equal parts pragmatic and 
ヮWヴゲﾗﾐ;ﾉく けTｴWヴW ┘;ゲﾐげデ ; ﾉﾗデ ﾗa IｴﾗｷIW ┘;ゲ ﾐ┌ﾏHWヴ ﾗﾐWく  N┌ﾏHWヴ デ┘ﾗ ┘;ゲ ┘W ﾐWWSWS デﾗ ｴ;┗e a 
Iﾗﾏヮ;ﾐ┞ ｴWヴW ┘ｴﾗ ﾆﾐW┘ デｴWｷヴ ┘;┞ ;ヴﾗ┌ﾐS ﾏ;ﾆｷﾐｪ ﾉﾗ┘ H┌SｪWデ ﾗヴ ヴWﾉ;デｷ┗Wﾉ┞ ﾉﾗ┘ H┌SｪWデ aｷﾉﾏゲげが ｴW 
explained. Iﾐ ┘ｴ;デ ┘ﾗ┌ﾉS HWIﾗﾏW ; ヴWI┌ヴヴｷﾐｪ デｴWﾏWが Pﾗﾉ┞Gヴ;ﾏげゲ W;ヴﾉ┞ ヴWﾉ;デｷﾗﾐゲｴｷヮ ┘ｷデｴ Wﾗヴﾆｷﾐｪ 
TｷデﾉW ヴ;ヮｷSﾉ┞ HWI;ﾏW ヴﾗ┌デWS aｷヴゲデ ;ﾐS aﾗヴWﾏﾗゲデ デｴヴﾗ┌ｪｴ K┌ｴﾐげゲ ヴWﾉationship with Tim Bevan. けWe 
always hit ｷデ ﾗaa aヴﾗﾏ S;┞ ﾗﾐW ;ﾐS ┘WげヴW ゲデｷﾉﾉ ｪヴW;デ aヴｷWﾐSゲ デﾗ デｴｷゲ S;┞く LｷﾆW ﾏﾗゲデ デｴｷﾐｪゲ ｷﾐ H┌ゲｷﾐWゲゲが 
ヮWヴゲﾗﾐ;ﾉｷデ┞ ｷゲ ; Hｷｪ ヮ;ヴデ ﾗa ｷデが ;ﾐS ｷa ┞ﾗ┌ I;ﾐげデ ｪWデ ﾗﾐ ┘ｷデｴ ゲﾗﾏWHﾗS┞ デｴWﾐ ｷデげゲ ﾐﾗヴﾏ;ﾉﾉ┞ ﾐﾗデ ; ｪﾗﾗS 
ｷSW;げ ｴW Wﾉ;Hﾗヴ;デWS12. Simultaneously, Bevan wrestled with the task of moving Working Titleげゲ 
output into more commercial genres of filmmaking, including the fantasy film, Paperhouse (1988), 
the comedy, The Tall Guy (1989) and the thriller, Diamond Skulls (1989). Doing so as an 
undercapitalised independent, however, proved difficult:    
 
We realised that in order to produce movies you need to run an overhead and you also need 
to develop material and that all costs money, particularly in terms of developing material. 
Yﾗ┌ ﾐWWS デﾗ ｪWデ デﾗ ; ヮﾗｷﾐデ ┘ｴWﾐ SW┗Wﾉﾗヮｷﾐｪ ﾏ;デWヴｷ;ﾉ ┘ｴWヴW ｷa ┞ﾗ┌げ┗W ゲヮWﾐデ ケ┌ｷデW ; ﾉﾗデ ﾗﾐ ｷデが 
H┌デ ｷa ｷデげゲ ﾐﾗデ ｪﾗｷﾐｪ デﾗ デ┌ヴﾐ ｷデゲWﾉa ｷﾐデﾗ ; aｷﾉﾏが ┞ﾗ┌ ﾐWWS デﾗ HW ;HﾉW デﾗ ┘ヴｷデW デｴ;デ ﾗaaく Nﾗ 
independent company can really afford to do that and so the only way to get our money 
back was to get the film made, by charm and brute force and by all the rest of it. We got a 
number of films financed which should probably never have been made in order to get our 
fees out and in order to get the development money out of it. That was not a sustainable or 
a sensible model.13 
 
With Propaganda and Working Title identified as partners, Kuhn and Ritchie began 
considering how the companies might be integrated into the Media Division as production labels. A 
business plan written in August 1988 proposed デｴW IヴW;デｷﾗﾐ ﾗa ; けFｷﾐ;ﾐIｷ;ﾉ “Wヴ┗ｷIWゲ Dｷ┗ｷゲｷﾗﾐげ ┘ｴｷIｴ 
outlined five opportunities for investment in the film industry which would avoid the risks of direct 
investment in production. Options included home video acquisition and distribution, a P&A (prints 
and advertising) fund, completion bonds, banking services for independent producers and 
establishing an international sales company. Wｷデｴ W;Iｴ ﾗヮデｷﾗﾐ ｷデ ┘;ゲ Wﾐ┗ｷゲ;ｪWS デｴ;デ ; けIヴｷデｷI;ﾉ ﾏ;ゲゲ 
of productiﾗﾐ ;Iデｷ┗ｷデｷWゲげ ┘ﾗ┌ﾉS HW ;Ihieved H┞ けｪヴﾗ┌ヮｷﾐｪ デﾗｪWデｴWヴ ; ﾐ┌ﾏHWヴ ふゲ;┞ ヵぶ ｷﾐSWヮWﾐSWﾐデ 
producers に two of whom would be PolyGram associates に (Propaganda Films and Working Title 
Filﾏゲ ;ﾐS TVぶげ14. Operating all aspects of the financial service division concurrently was considered 
before a more focussed and controlled strategy was proposed in March the following year:  
 
PolyGram and Working Title Films would form a joint venture to finance films taking 
advantage of tax breaks in Germany. Whilst the intention is to produce some 21 movies over 
a 5-6 year basis, it should be clearly understood that the venture will be controlled on a 
movie by movie basis and that the total amount at risk for PolyGram at any one time is 
unlikely to be more that £1 million (Jan Cook [PolyGram COO] ｴ;ゲ ゲWデ ; さIeilingざ of £2.5 
million) The risk to PolyGram is controlled by means of the tax breaks and by use of so-called 
さIﾗヴﾐWヴゲデﾗﾐWざ SW;ﾉゲ に whereby an agreed percentage of the production budget of a movie 
would be guaranteed by a particular distribution (sic) in respect of its media/territory.15.  
 
Once accepted, the plan required the incorporation of two new companies. The first was a 
German-based vehicle company which could access certain local tax advantages. The idea had 
originated from the increasingly intertwined business relationship between Working Title and the 
Media Division since the establishment of WTTV. Graham Bradstreet began developing a tax 
structure under which a company incorporated in Germany could receive an accelerated tax write-
off due to the ﾐ;デｷﾗﾐげゲ けﾗヴｪ;ﾐゲIｴ;aデげ Iﾗヴヮﾗヴ;デW デ;┝ ﾉWｪｷゲﾉ;デｷﾗﾐ16. Once this idea was taken to the 
Media Division, the result was the incorporation of PolyGram Filmproduktions GmbH. As a subsidiary 
of PolyGram Germany (rather than the originally envisaged joint venture), PolyGram 
Filmproduktions fell within the same tax group as its parent company and was thus able to take 
;S┗;ﾐデ;ｪW デｴW ﾉ;ヴｪWヴ Iﾗﾏヮ;ﾐ┞げゲ デ;┝ ﾉｷ;HｷﾉｷデｷWゲ. While an accountant was employed part time to 
manage PolyGram Filmproduktionsげ business affairs in Hamburg, Wingolf Mielke, a German 
W┝WI┌デｷ┗W ;デ Pﾗﾉ┞Gヴ;ﾏげゲ LﾗﾐSﾗﾐ ﾗaaｷIWが ┘;ゲ ;ヮヮﾗｷﾐデWS ;ゲ M;ﾐ;ｪｷﾐｪ DｷヴWIデﾗヴく Tｴus, in practice, 
PolyGram Filmproduktions ﾗヮWヴ;デWS ┌ﾐSWヴ デｴW ﾗヮWヴ;デｷﾗﾐ;ﾉ ;┌ゲヮｷIWゲ ﾗa Pﾗﾉ┞Gヴ;ﾏげゲ Media Division.  
By June 1989 Manifesto Film Sales BV was established as subsidiary of the Netherlands-
based PolyGram NV, but once again fell within the operational auspices of the Media Division in 
London.  The venture offered a systematic method of raising production finance through pre-selling 
the distribution rights to the films in development at both Propaganda and Working Title. The initial 
incarnation of Manifesto was run by Wendy Palmer, former Director of Marketing and Distribution 
at Handmade Filmsく TｴW ﾐW┘ Iﾗﾏヮ;ﾐ┞げゲ aｷヴゲデ ｴﾗﾏW ┘;ゲ ｷﾐ ; ゲｴ;ヴWS ヴﾗﾗﾏ ;デ Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ Lｷ┗ﾗﾐｷ; 
Street offices, before being traded for an office on Wardour Street. As Malcolm Ritchie explained, 
operating an international film sales company offered several advantages: 
 
Ia ┘WげS ｴ;┗W ┌ゲWS ; デｴｷヴS ヮ;ヴデ┞ sales company we might have paid a 15 or 20 percent fee, 
but if we had enough throughput the effective cost of Manifesto might have been about five 
to seven percent. It made sense to do that, plus, an important fact that we had control of 
the sales process. We could go to the AFM, Cannes and MIFED ourselves and start meeting 
the buyers, and in doing that we began to get an idea of the sort of product that worked. We 
became much smarter about the sort of projects that we should be doing. I think both 
Working Tile and Propaganda felt more empowered as well because they were then closer 
to the ultimate distributors and began to get a better feel about how their projects might do 
in the marketplace17. 
 
An investment in Working Title Films itself had become inevitable by the beginning of 1990. 
Supporting the financing and selling ﾗa Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ aｷﾉﾏゲ ﾏ;SW ﾉｷデデﾉW ゲWﾐゲW aヴﾗﾏ Pﾗﾉ┞Gヴ;ﾏげゲ 
perspective if Working Title continued to be the sole beneficiary. The percentage of equity which 
PolyGram acquired in Working Title Films amounted to a strategically determined 49 percent. 
けPﾗﾉ┞Gヴ;ﾏ SｷSﾐげデ ┘;ﾐデ デﾗ IﾗﾐゲﾗﾉｷS;デW ; Iﾗﾏヮ;ﾐ┞ デｴ;デ ┘;ゲ ゲｴﾗ┘ｷﾐｪ ﾉﾗゲゲWゲげが ‘ｷデIｴｷW W┝ヮﾉ;ｷﾐWSが けIデ 
wanted to invest money and if it lost that money, that was fine, they would write it off, but they 
SｷSﾐげデ ┘;ﾐデ デﾗ I;ヴヴ┞ ;ﾐ┞デｴｷﾐｪ ﾏﾗヴWげ18く Fヴﾗﾏ Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ ヮWヴゲヮWIデｷ┗W, the remaining 51 percent 
equity would ensure, in theory at least, that their three partners retained overall control of the 
company. For Bevan, the prospect of relinquishing equity in Working Title was an acceptable price to 
pay to pay for the resources which PolyGram could offer their company in the longer term. The idea 
of ownership is, of course, inextricably wed to the idea of independent film production and, in turn, 
the creative and operational autonomy such a label suggests. As Bevan explained, however, the 
ヴW;ﾉｷデ┞ ﾗa Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ ┞W;ヴゲ ;ゲ ;ﾐ ｷﾐSWヮWﾐSWﾐデ ヮヴﾗS┌Iデｷﾗﾐ Iﾗﾏヮ;ﾐ┞ ﾗaデWﾐ HﾗヴW ﾉｷデデﾉW ヴWゲWﾏHﾉ;ﾐIW 
デﾗ デｴW ｷSW;ﾉゲ ﾗa デｴW けｷﾐSWヮWﾐSWﾐデげ ﾉ;HWﾉぎ 
  
Ia ┞ﾗ┌ ;ヴW ;ゲﾆｷﾐｪ ﾏW ﾐﾗ┘ ┘ｴ;デ デｴW デｴヴWW ﾏﾗゲデ ｷﾏヮﾗヴデ;ﾐデ デｴｷﾐｪゲ ;ヴWが IげS ゲ;┞が デｴW I;ヮｷデ;ﾉ デﾗ 
run the business  - to run my overhead and my development; creative freedom to be able to 
do whatever I want to do in terms of developing the sorts of films I want to make; and 
thirdly, when I get a film made, single source worldwide distribution ... In the late 1980s, we 
SｷSﾐげデ ｴ;┗W デｴW I;ヮｷデ;ﾉ ;ﾐS ┘W IWヴデ;ｷﾐﾉ┞ SｷSﾐげデ ｴ;┗W デｴW ゲｷﾐｪﾉW ゲﾗ┌ヴIW ┘ﾗヴﾉS┘ｷSW SｷゲデヴｷH┌デｷﾗﾐ 
because every film was sold off to different companies all around the world. Arguably 
HWI;┌ゲW ﾗa デｴ;デが ┘W SｷSﾐげデ ｴ;┗W デｴW IヴW;デｷ┗W ;┌デﾗﾐﾗﾏ┞ WｷデｴWヴが HWI;┌ゲW ﾗ┌ヴ ゲｷデ┌;デｷﾗﾐ ┘;ゲ 
always dictating what we did next, rather than us dictating what we did next19. 
 
 
The die was cast, and Working TｷデﾉW WﾐデWヴWS デｴW MWSｷ; Dｷ┗ｷゲｷﾗﾐげゲ ﾐ;ゲIWﾐデ ﾉ;HWﾉ ゲ┞ゲデWﾏ.  The 
transition from independent to subsidiary had begun.  
 
Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ ｷﾐデWｪヴ;デｷﾗﾐ ｷﾐデﾗ デｴW ﾉ;HWﾉ ゲ┞ゲデWﾏ ;ﾐS デｴW SW┗WﾉﾗヮﾏWﾐデ ﾗa デｴW けCﾗﾐデヴﾗﾉ SｴWWデげ 
(1990-1991) 
 
In February 1990, the legal and H┌ゲｷﾐWゲゲ ;aa;ｷヴゲ SWヮ;ヴデﾏWﾐデ ﾗa Pﾗﾉ┞Gヴ;ﾏげゲ MWSｷ; Dｷ┗ｷゲｷﾗﾐ Sヴ;aデWS ; 
ゲ┌ﾏﾏ;ヴ┞ ヮ;ヮWヴ ﾗ┌デﾉｷﾐｷﾐｪ デｴW ﾗ┗Wヴ;ﾉﾉ ヮヴﾗヮﾗゲ;ﾉ aﾗヴ ｷﾐ┗WゲデﾏWﾐデ ｷﾐ Wﾗヴﾆｷﾐｪ TｷデﾉWく Aﾐ けｷﾐ ヮヴｷﾐIｷヮﾉWげ 
agreement was subsequently reached between the two parties over the key areas and conditions of 
investment. Ultimately, PolyGram invested £1.5 million in a new holding company, Working Title 
Group Ltd. which acquired 100 percent of Working Title Films Ltd. from its three shareholders. In 
return, Tim Bevan, Graham Bradstreet and Sarah Radclyffe received a 51 percent stake in the 
holding company through a separate vehicle company called Passport Film Services Ltd., while the 
remaining 49 percent of Working Title Group was acquired by PolyGram20.  
The business plan which accompanied the proposal outlined in some detail the particulars of 
Pﾗﾉ┞Gヴ;ﾏげゲ ｷﾐ┗WゲデﾏWﾐデく WｴｷﾉW ヴWﾉ;デｷ┗Wﾉ┞ ﾏﾗSWゲデ ｷﾐ ゲIﾗヮWが デｴW HヴW;ﾆSﾗ┘ﾐ ﾗa ;ﾐデｷIｷヮ;デWS W┝ヮWﾐSｷデ┌ヴW 
Iﾗ┗WヴWS ;ﾉﾉ デｴW Iﾗﾏヮ;ﾐ┞げゲ ヮヴｷﾐIｷヮ;ﾉ ;ヴW;ゲ ﾗa ;Iデｷ┗ｷデ┞ ;ﾐSが aﾗヴ デｴW aｷヴゲデ デｷﾏWが ﾉｷaデWS Wﾗヴﾆｷﾐｪ TｷデﾉW ﾗ┌デ ﾗa 
the hand-to-mouth existence which had defined its history to date. Of the £1.5 million total 
investment, £900,000 was earmarked for four key areas of investment including £250,000 for pre-
production finance, £150,000 for working capital, £100,000 towards new offices and £400,000 for 
development, distribution and marketing finance. Crucially for Working Title, this recapitalisation 
allowed the company to arrange overdraft facilities secured on the business itself, rather than the 
personal finances of directors. Moreover, in specified circumstances, PolyGram could make 
additional funding available to Working Title of up to £1m in the form of secured, interest bearing 
loans21.  
Under the new regime, Bevan, Bradstreet and Radclyffe were contracted exclusively to 
Working Title and responsible for day-to-S;┞ ヴ┌ﾐﾐｷﾐｪ ﾗa デｴW Iﾗﾏヮ;ﾐ┞く Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ ﾐW┘ Hﾗ;ヴS ﾗa 
directors was, however, composed of the three original partners and three representatives from 
PolyGram. The matters which would require approval at board level included major project 
initiation, employee hiring and firing and approval of accounts, forecasts, cash flows and loans22. 
PヴWSｷIデ;Hﾉ┞が デｴW ┌ﾐSWヴﾉ┞ｷﾐｪ Iﾉ;┌ゲWゲ ┘ｴｷIｴ ゲデヴ┌Iデ┌ヴWS デｴW ﾐ;デ┌ヴW ﾗa Pﾗﾉ┞Gヴ;ﾏげゲ ｷﾐ┗WゲデﾏWﾐデ Wﾐデ;ｷﾉWS ; 
firm shift towards filmmaking on an emphatically commercial basis. Based on a 1990-94 business 
plan prepared by Working Title, projected annual profit figures ranged between £2,720,000 (1991) 
and £3,056,000 (1992). PolyGram concluded that their annual return on investment would average 
77.9 percent over the period, based on their retention of 49 percent of the £900,000 direct 
investment. Inevitably, substantial amounts of optimism had been massaged into these figures, with 
the report noting that a return at half the projected level would still be attractive for PolyGram23. 
Crucially, the new partnership was subject to an initial period of two and a half years with any 
extension likely to be based on performance-related criteria. As the proposal document explained: 
 
The new venture will run for an initial period from 1-6-90 to 31-12-92, after which time 
PolyGram may elect to extend for at least a further 2 years. Termination by PolyGram alone 
may be sought after 31-12-92 in the event that the audited results up to that period are 
significantly below the business plan estimates. If the agreement is terminated after 31-12-
92, or at a later date, various buy-out options for PolyGram and/or Passport come into play 
24  
 
While the agreement was clearly designed to allow both parties to test run the new 
ヮ;ヴデﾐWヴゲｴｷヮ ┘ｷデｴｷﾐ ; SWaｷﾐWS デｷﾏW aヴ;ﾏWが デｴW ヮヴWIｷゲW ﾉW┗Wﾉ ﾗa けゲｷｪﾐｷaｷI;ﾐデﾉ┞ HWﾉﾗ┘げ H┌ゲｷﾐWゲゲ ヮﾉ;ﾐ 
estimates was less apparent. It was, however, abundantly clear to everyone at Working Title that a 
new era of filmmaking had dawned. In August 1990, the company moved into a three storey office 
building on Water Lane in Camden and was once again reunited with Manifesto Film Sales. The 
Manifesto team quickly multiplied to include dedicated sales and marketing staff with contracts, 
paralegal and accountancy personnel soon to follow. The most alarming realisation was the disparity 
between the operating procedures of an independent film production company and those of a 
multinational entertainment conglomerate. As Ritchie recalled:  
 
Creatively they had a lot of talent but their finance and business affairs were almost non-
existent. The way we had been brought up within the PolyGram ethos was to run things in a 
fairly organised way with monthly reporting and balance sheets. If we were going to invest 
in something, we knew what potential return we could expect. They had nothing like that at 
all, they were very much hand-to-ﾏﾗ┌デｴく Iげﾏ ﾐﾗデ ﾐWIWゲゲ;ヴｷﾉ┞ Hﾉ;ﾏｷﾐｪ デｴWﾏ HWI;┌ゲW デｴ;デげゲ 
the way they had grown up, and clearly they had learned a lot along the way and had their 
ゲ┌IIWゲゲWゲく Fヴﾗﾏ ; Pﾗﾉ┞Gヴ;ﾏ ヮﾗｷﾐデ ﾗa ┗ｷW┘ ｷデ ┘;ゲ ┗Wヴ┞ IﾉW;ヴが ┗Wヴ┞ ケ┌ｷIﾆﾉ┞が デｴ;デ デｴW┞ Iﾗ┌ﾉSﾐげデ 
continue with an operation like that25. 
 
WｴｷﾉW Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ ｴｷゲデﾗヴｷI;ﾉ H┌ゲｷﾐWゲゲ ;aa;ｷヴゲ ┘WヴW ヮ┌デ ｷﾐ ﾗヴSWヴが デｴW Iﾗﾏヮ;ﾐ┞ ┘;ゲ integrated 
into a dynamic system of PolyGram owned companies which together constituted the Media 
Divisionげゲ Fｷﾉﾏ F┌ﾐS. With pre-sales financing generated by Manifesto on the one hand, and equity 
financing raised by PolyGram Filmproduktions on the other, Working Title and Propaganda became 
aｷﾉﾏﾏ;ﾆｷﾐｪ けﾉ;HWﾉゲげ ヮﾗゲｷデｷﾗﾐWS HWデ┘WWﾐ デｴW デ┘ﾗ Iﾗﾏヮ;ﾐｷWゲく ‘;デｴWヴ デｴ;ﾐ ﾏWヴWﾉ┞ ｪWﾐWヴ;デｷﾐｪ 
production funding on an ad hoc basis, however, the processes of the film business - development, 
financing, green-lighting, production, marketing and sales - were encompassed by and systematised 
┘ｷデｴｷﾐ デｴW MWSｷ; Dｷ┗ｷゲｷﾗﾐく Tｴｷゲ ┘;ゲ ;IｴｷW┗WS H┞ SｷヴWIデﾉ┞ ﾉｷﾐﾆｷﾐｪ デｴW ﾉ;HWﾉゲげ aｷﾉﾏﾏ;ﾆｷﾐｪ ;Iデｷ┗ｷデｷWゲ ┘ｷデｴ 
those of Manifesto and PolyGram Filmproduktions which, in turn, linked the labels with independent 
distribution companies and banking services, respectively. Figure 1 shows the development, 
aｷﾐ;ﾐIｷﾐｪ ;ﾐS ｪヴWWﾐﾉｷｪｴデｷﾐｪ ヮヴﾗIWS┌ヴWゲ ﾗa Pﾗﾉ┞Gヴ;ﾏげゲ MWSｷ; Dｷ┗ｷゲｷﾗﾐ ｷﾐ デｴW aﾗヴﾏ ﾗa ; aﾉﾗ┘Iｴ;ヴデく 
 
Fig 1: PolyGram Film Fund Procedures Flowchart: Development and Green-lighting 
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 The green-lighting procedure began when a label developed a film project, a stage at which 
each label maintained creative autonomy. The proposed film package に script, preliminary budget 
and attached talent including producer, director and cast に was subsequently distributed to both 
Manifesto and PolyGram Filmproduktions. The former opened initial sales discussions with 
international distributors based on the package, while the latter initiated loan discussions with 
investment banks. As Wendy Palmer, president of Manifesto explained, けaﾗヴ ; aｷﾉﾏ デﾗ ｪWデ ｪヴWWﾐ-lit we 
had to draw-down from a bank, so we had to have sufficient signed sales, and sufficient sales 
estimates for the bank to start advancing production funding. I had to get a certain percentage of my 
estimates as signed contracts and then they would advance money against the remaining countries, 
H;ゲWS ﾗﾐ ┘ｴ;デ I ｴ;S Wゲデｷﾏ;デWS デｴWﾏ HWｷﾐｪ ┘ﾗヴデｴげ27. Beginning in the UK, the company began to 
aﾗヴｪW けIﾗヴﾐWヴゲデﾗﾐWげ ﾗ┌デヮ┌デ SW;ﾉゲ ┘ｷデｴ ┗;ヴｷﾗ┌ゲ SｷゲデヴｷH┌デｷﾗﾐ Iﾗﾏヮ;ﾐｷWゲ ┘ｴｷIｴ ﾗｷﾉWS デｴW ┘ｴWWﾉゲ ﾗa デｴW 
system:  
   
I eventually set up deals where we segregated the rights, so we sold theatrical, video, pay TV 
and free TV separately. I had what we call output deals. I had an output deal with the BBC, an 
output deal with Sky, an output deal with Raﾐﾆ ;ﾐS CB“っFﾗ┝ ┘WヴW Sﾗｷﾐｪ ┗ｷSWﾗ ぐ I set up output 
deals in a lot of other countries in Europe too. If you do an output deal you can get a 
discountable contract really quickly which was a much more efficient and effective way of 
getting the bank finance drawn-Sﾗ┘ﾐ ぐ Iデ ┘;ゲ ヴW;ﾉﾉ┞ ｷﾏヮﾗヴデ;ﾐデ デﾗ ﾆWWヮ デｴW デWヴﾏ ;ゲ ﾉﾗ┘ ;ゲ 
possible, five to seven years was ideal, because that was time to give two years theatrical, 12 
months video, two to four years on TV and then the rights would revert back to Manifesto. That 
┘;ゲ ; Hｷｪ ゲWﾉﾉｷﾐｪ ヮﾗｷﾐデ aﾗヴ Pﾗﾉ┞Gヴ;ﾏ HWI;┌ゲW デｴW┞ ┘WヴW Hｷｪ ﾗﾐ H┌ｷﾉSｷﾐｪ ┌ヮ I;デ;ﾉﾗｪ┌Wゲが デｴ;デげゲ 
where they had made all their money with music28. 
 
In contr;ゲデが aｷﾉﾏゲ ゲ;ﾉWゲ ｷﾐ デｴW けSﾗﾏWゲデｷIげ U“ ﾏ;ヴﾆWデ ┘WヴW デ┞ヮｷI;ﾉﾉ┞ ﾉWS H┞ Wﾗヴﾆｷﾐｪ Title or 
Propaganda directly. Stable banking relationships soon emerged with investment banks which 
specialised in financing film and television production, including Pierson, Heldring & Pierson and 
G┌ｷﾐﾐWゲゲ M;ｴﾗﾐ わ Cﾗく WｴｷﾉW ‘ｷデIｴｷW ;ﾐS Wｷﾉﾉ E┗;ﾐゲが デｴW MWSｷ; Dｷ┗ｷゲｷﾗﾐげゲ Head of Business Affairs, 
led the bank discussions on behalf of PolyGram Filmproduktions, their case for securing a loan 
SWヮWﾐSWS ﾗﾐ M;ﾐｷaWゲデﾗげゲ ;Hｷﾉｷデ┞ デﾗ ゲWI┌ヴe cornerstone sales contracts and viable sales estimates for 
デｴW ヴWﾏ;ｷﾐｷﾐｪ デWヴヴｷデﾗヴｷWゲく Iﾐ ;ﾉﾉ I;ゲWゲが ゲWI┌ヴWS ゲ;ﾉWゲ ┘ﾗ┌ﾉS HW けゲ┌HﾃWIデ デﾗ Iﾗﾐデヴ;Iデげ ;ｪヴWWﾏWﾐデゲ ┘ｴｷIｴ 
were payable by the distributor upon receipt of the completed feature film. When presented to the 
bank, however, the total income guaranteed by signed sales and suggested by estimated sales 
amounted to figure which could be lent against. Once this figure was established, the contractual 
elements of the film project itself could be finalised by the production label, before being reviewed 
by the Media Division (Figure 2). Significantly, the contracts of above-the-line personnel (writers, 
directors, producers, cast) had the potential to affect the overall return on investment for PolyGram 










Fig. 2ぎ Wﾗヴﾆｷﾐｪ TｷデﾉW ;ﾐS Pﾗﾉ┞Gヴ;ﾏげゲ Media Division  
 
 
From Left to Right: Michael Kuhn, Graham Bradstreet, Will Evans, Sarah Radclyffe, Tim Bevan, 
Tim Read (also of the Media Division) and Malcolm Ritchie. 
 
The final stage of the green-lighting process entailed filtering the amassed contractual detail 
デｴヴﾗ┌ｪｴ ; IWﾐデヴ;ﾉｷゲWS IヴW;デｷ┗W ;ﾐS aｷﾐ;ﾐIｷ;ﾉ aｷﾉデWヴ ﾆﾐﾗ┘ﾐ ;ゲ デｴW けIﾗﾐデヴﾗﾉ ゲｴWWデげく TｴW Iﾗﾐデヴﾗﾉ ゲｴWWデ ﾉ;ｷS 
out the terms for the green-light decision in six stages, the first three of which involved an 
examination of project income and expenditure. Firstly the entire projected income of the project 
had to equal a minimum of 100 perIWﾐデ ﾗa けﾐWｪく Iﾗゲデ Щ PわAげが ﾗヴ ヴ;デｴWヴ ﾐWｪ;デｷ┗W Iﾗゲデ ふデｴW Iﾗゲデ ﾗa 
production and post-production up to the printing of the first film negative) and prints and 
advertising (the cost of additional prints and advertising materials supplied to the distributor). 
Within this overall figure, the cornerstone sales had to equal a minimum of 70 percent of neg. cost + 
P&A, against which the bank would loan 60 percent of neg. cost plus P&A. The disparity of at least 10 
percent between the income of the cornerstone sales and the bank loan acted as both a contingency 
and a buffer to cover the cost of the interest and fees payable on the bank loan. Finally, the control 
sheet required that the production label had completed key production agreements, produced a 
detailed budget and cash flow and secured a completion bond. Reflecting on the development of the 
control sheet, Ritchie explained:                     
 
The control sheet came about because, not long after we set up and started making films in 
1987 and 1988, Michael said to me: け;ゲ ヮ;ヴデ ﾗa デｴｷゲ ┘ｴﾗﾉW ┗Wﾐデ┌ヴWが ┘Wげ┗W ｪﾗデ デﾗ ﾆWWヮ the 
PolyGram board happy. TｴW┞げ┗W ｪﾗデ デﾗ ゲWW デｴ;デ ┘WげヴW ﾏ;ﾐ;ｪｷﾐｪ デｴW ヮヴﾗIWゲゲが デｴW┞げ┗W ｪﾗデ デﾗ 
ゲWW デｴ;デ ┘W ﾆﾐﾗ┘ ┘ｴ;デ デｴW ヴｷゲﾆゲ ;ヴW ;ﾐS デｴ;デ デｴW┞げヴW ﾏ;ﾐ;ｪW;HﾉW ヴｷゲﾆゲく Hﾗ┘ HWゲデ I;ﾐ ┘W 
ヮヴWゲWﾐデ デｴｷゲいげ I came up with the idea for what became the control sheet. The concept was 
simple, it was to try to project how well a film would do in terms of its pre-sales and 
ultimately, when we were in direct distribution, what the actual sales in particular territories 
might be. The whole goal of it was to try to come up with projects that were commercial, 
デｴ;デ ┘ﾗ┌ﾉS ﾏ;ﾆW ﾏﾗﾐW┞が ﾗヴ ;デ ﾉW;ゲデ ┘W ┘ﾗ┌ﾉSﾐげデ ﾉﾗゲW ﾏﾗﾐW┞. 29  
 
Once a film project had successfully passed through the control sheet, the processes of 
production, sales and revenue collection began. As figure 3 illustrates, the labels kept PolyGram 
Filmproduktions advised of the financial requirements of the production, which were then 
transferred from the bank directly to the production label, or the subsidiary vehicle company 
incorporated for the purpose of the particular production. The gap in financing, which amounted to 
approximately 40 percent of neg. cost + P&A, was then funded by PolyGram Germany via PolyGram 
Filmproduktions. The associated tax-┘ヴｷデW ﾗaa ┘ｴｷIｴ ゲｴWﾉデWヴWS Pﾗﾉ┞Gヴ;ﾏげゲ SｷヴWIデ ｷﾐ┗WゲデﾏWﾐデ ┘ﾗ┌ﾉS 
then come into effect when PolyGram Germany completed its annual tax return. With the requisite 
funding in place, the production label completed production and post production on the film, before 
delivering the master negative to Manifesto. Manifesto subsequently arranged duplicate prints and 
produced advertising materials which would accompany the prints when delivered to the 
distributor. Upon receipt of the film, the terms of the signed sales contract would come into effect, 
triggering payment and the preparation of a royalty statement by the distributor. Manifesto 
subsequently deducted its commission and expenses from the sales contract, before the balance and 
royalty statement were transferred to PolyGram Filmproducktions. In turn, PolyGram 
Filmproduktions repaid the bank loan and accrued any profit yielded. In cases of commercial success 
from the distribution of a film, the production labels would receive a commission from Manifesto in 









Fig 3: PolyGram Film Fund Procedures Flowchart: Production, Sales and Revenue 
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TｴW ヴWﾗヴｷWﾐデ;デｷﾗﾐ ﾗa Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ ﾗ┌デヮ┌デ デﾗ┘;ヴSゲ ; ﾏﾗヴW IﾗﾏﾏWヴIｷ;ﾉ ﾏ;ヴﾆWデ ┘;ゲ ﾐﾗデが 
however, a seamless operation. Several of the films which Working Title had in various stages of 
development were supported by filmmaking institutions with public service remits and typically 
Iﾗﾐデｷﾐ┌WS Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ Wゲデ;HﾉｷゲｴWS デヴend towards social art cinema. けFヴﾗﾏ ; ┗Wヴ┞ W;ヴﾉ┞ ゲデ;ｪW Tｷﾏ 
and I agreed that we almost had to start afresh on development and aim it at a more commercial 
ﾏ;ヴﾆWデげが K┌ｴﾐ W┝ヮﾉ;ｷﾐWSく けIﾐ デｴW ﾏW;ﾐデｷﾏW デｴW┞ ｴ;S デﾗ Sﾗ ┘ｴ;デ デｴW┞ ｴ;S デﾗ Sﾗく TｴW┞ SｷSﾐげデ ｴ;┗W 
;ﾐ┞デｴｷﾐｪ WﾉゲW ｷﾐ デｴW ｴﾗヮヮWヴ W┝IWヮデ ┘ｴ;デ デｴW┞ ｴ;S aヴﾗﾏ デｴW ヮ;ゲデげ31. ReﾐW┘ｷﾐｪ デｴW Iﾗﾏヮ;ﾐ┞げゲ ゲﾉ;デW 
was partially achieved by establishing a presence in Hollywood for the first time. Paul Webster, a 
producer on previous Working Title films relocated to an office on Taft Avenue and began 
developing and producing films with LA-based filmmakers. In practice, however, the films which 
Working Title produced between 1990 and 1992 fell into two categories business: those which 
passed the rigours of the control sheet and were subsequently funded by Manifesto and PolyGram 
Filmproduktions, and those which were funded with third-party finance. Figure 5 illustrates the 
former case, noting the financial positions of the six films which Working Title produced using 
Pﾗﾉ┞Gヴ;ﾏげs film fund by the end of the 1992 tax year. Significantly, the figures show the positions of 
the films before the PolyGram Filmproduktions tax write-off was applied, indicating a loss making 
position in five out of six cases from pre-sales alone, ranging from $3,279,000 for Chicago Joe and 
the Showgirl (1990) to $243,000 for Map of the Human Heart (1992).         
 





Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ デヴ;ﾐゲｷデｷﾗﾐ HWデ┘WWﾐ ゲﾗIｷ;ﾉ ;ヴデ IｷﾐWﾏ; ;ﾐS ﾏﾗヴW IﾗﾏﾏWヴIｷ;ﾉﾉ┞ ﾗヴｷWﾐデWS 
cinema was underlined by the continued importance of funding from Channel 4 which contributed 
$1.1 million to Fools of Fortune (1990) and $0.9 million London Kills Me (1991)33. Similarly, a number 
of the Working Title films which did not emerge from the Film Fund continued to be partially or 
wholly funded by state supported institutions, such as Edward II (1991) and Dakota Road (1992) 
were respectively supported by BBC Films and British Screen. Imposing the control sheet on Working 
TｷデﾉWげゲ ;Iデｷ┗ｷデｷWゲが ｴﾗ┘W┗Wヴ, proved to be the most effective means of realigning the company. 
K┌ｴﾐ ;ﾐS ‘ｷデIｴｷWげゲ ヮﾉ;ﾐゲ aﾗヴ W┝ヮ;ﾐSｷﾐｪ Pﾗﾉ┞Gヴ;ﾏげゲ ｷﾐデWヴWゲデ in film took a decisive turn in 
January 1991. David Fine stepped down as CEO of PolyGram to be replaced by Alain Levy, a rising 
star within the Polygram executive strata who had previously been CEO of PolyGram France.  Levy 
had been hand-picked by Timmer, who had been appointed President and CEO of Philips the 
ヮヴW┗ｷﾗ┌ゲ ┞W;ヴく “ｷｪﾐｷaｷI;ﾐデﾉ┞が LW┗┞ ┘;ゲ ┘ｷSWﾉ┞ HWﾉｷW┗WS デﾗ ヮﾗゲゲWゲゲ デｴW け┗ｷゲｷﾗﾐ;ヴ┞げ ゲデ;デ┌ゲ ｴｷゲ 
predecessor lackedく LW┗┞げゲ ;ヴヴｷ┗;ﾉ ｪ;┗W K┌ｴﾐ ;ﾐS ‘ｷデIｴｷW ヴWﾐW┘WS ｴﾗヮW デｴ;デ デｴW ヮヴﾗｪヴWゲゲ ﾏ;SW 
under the auspices of the Media Division would lead to a more substantial commitment to film. In 
August Kuhn and Levy, with the help of financｷ;ﾉ W┝ヮWヴデｷゲW aヴﾗﾏ M;ﾉIﾗﾉﾏ ‘ｷデIｴｷWが ;ﾐS Pﾗﾉ┞Gヴ;ﾏげゲ 
COOが J;ﾐ Cﾗﾗﾆが ヮヴWゲWﾐデWS ; ヮ;ヮWヴ WﾐデｷデﾉWS けPﾗﾉ┞Gヴ;ﾏ ;ﾐS Fｷﾉﾏゲげ デﾗ デｴW Hﾗ;ヴS ﾗa Pｴｷﾉｷヮゲく Wｷデｴ デｴW 
support of Timmer, the board passed the proposal, and the paper effectively became the 
Film             Chicago Joe & the Showgirl Fools of Fortune Drop Dead Fred London Kills Me Map of the Human Heart Bob Roberts Total
Income 5,534 4,554 12,818 3,495 19,218 4,750 50,369
Direct costs:
Production -5,749 -5063 -6,414 -2765 -16,700 -4172 -40,863
P&A -1,227 -687 -4500 -631 -1500 -500 -9,045
Finance/ other -1,314 -842 -540 -239 -750 -240 -3,925
Amortisation -8,338 -6,591 -11,454 -3,635 -18,950 -4,912 -53,880
Expenses -406 -396 -527 -318 -442 -221 -2,310
Operting result -3,210 -2,432 837 -457 -174 -383 -5,819
Interest / Exchange -69 5 134 -93 -69 -74 -166
Result before tax -3,279 -2,427 971 -551 -243 -457 -5,986
foundational document for PolyGram Filmed Entertainment. Its major objectives were summarised 
as follows:   
 
Stage One に Establishment of an organisation which has a well-capitalised production unit に 
Wﾐ┗ｷゲ;ｪWS ｷゲ ; けﾉ;HWﾉげ ゲ┞ゲデWﾏ ﾗa ヮヴﾗS┌Iデｷﾗﾐ Iﾗﾏヮ;ﾐｷWゲ ;IｴｷW┗WS H┞ デｴW H┌┞-out of the non-
PolyGram shares in Propaganda and Working Title together with the addition of A&M and a 
a┌ヴデｴWヴ けﾏ;ｷﾐゲデヴW;ﾏげ Wゲデ;HﾉｷゲｴWS ヮヴﾗS┌IWヴく TｴW ヮヴﾗS┌Iデｷﾗﾐ ┌ﾐｷデゲ ゲｴﾗ┌ﾉS W┗Wﾐデ┌;ﾉﾉ┞ HW 
I;ヮ;HﾉW ﾗa ヮヴﾗS┌Iｷﾐｪ HWデ┘WWﾐ Β ;ﾐS ヱヵ けAげ ﾏﾗ┗ｷWゲ ; ┞W;ヴく Eゲデ;HﾉｷゲｴﾏWﾐデ ﾗa ; ﾏ;ヴﾆWデｷﾐｪ ;ﾐS 
sales organisation that allows our production entities to access the distribution margin in 
each income flow. 
 
Stage Two に MWSｷ┌ﾏっﾉﾗﾐｪ デWヴﾏ SW┗WﾉﾗヮﾏWﾐデ ﾗa Pﾗﾉ┞Gヴ;ﾏげゲ ﾗ┘ﾐ ﾐ;デｷﾗﾐ;ﾉ aｷﾉﾏ ヮヴﾗS┌Iデｷﾗﾐ 
with distribution worldwide through its own video, theatrical and TV distribution systems. 
Medium/long term development of a significant movie catalogue by the prudent acquisition 
and consolidation of quality movie and TV libraries34.  
 
The 1991 plan, which was set in motion immediately, would be realised over the year that 
followed with a remarkable degree of fidelity to its original intentions. PolyGram announced their 
$200 million capitalisation of PFE to the trade press the following month along with more immediate 
concerns. The conglomerate would increase its stake in both Working Title and Propaganda from 49 
to 100 percent and escalate the combined rate of film production to a minimum of eight films per 
year - four in the $15-$25m range and four in the $7- $10m range35. The flourishing of PolyGram 
Filmed Entertainment had some immediate implications for Working Title. The first repercussion was 
a restructuring exercise which attempted to serve the needs of PFE without abandoning Working 
TｷデﾉWげゲ ヴﾗﾗデゲく Alison Owen, an independent producer, was recruited in October 1991 to oversee the 
creation of a low budget division at Working Title36.  
With the approval of Philips secured, the Media Division was subsumed within the new 
PolyGram Filmed Entertainment in January 1992. More than merely a change in title, the funding 
now available to PFE enabled the company to directly invest in film production and establish in-
house distribution and marketing divisions in key international territories. The project of creating a 
major film studio was finally underway. 
 
1992: The establishment of PolyGram Filmed Entertainment and new leadership at Working Title 
 
From the moment of its incorporation, PFE located its two operational hubs in the US and the UK, or 
more precisely, Los Angeles and London. Michael Kuhn was appointed President of PFE and 
ヴWﾉﾗI;デWS デﾗ デｴW Iﾗﾏヮ;ﾐ┞げゲ ｴW;Sケ┌;ヴデWヴゲ on North Maple Drive in Beverly Hills, working alongside 
Malcolm Ritchie who became COO. Kuhn assumed responsibility for English-language production 
;ﾐS けSﾗﾏWゲデｷIげ SｷゲデヴｷH┌デｷﾗﾐ ;ﾐS ﾏ;ヴﾆWデｷﾐｪく Iﾐ ﾉｷﾐW ┘ｷデｴ デｴW ﾉW┝ｷIﾗﾐ ﾗa デｴW Hﾗﾉﾉ┞┘ﾗﾗS ﾏ;ﾃﾗヴゲが 
けSﾗﾏWゲデｷIげ SｷゲデヴｷH┌デｷﾗﾐ ﾏW;ﾐデ デｴW U“ ;ﾐS Canadian markets. On the other side of the Atlantic, 
PolyGram Filmed Entertainment International (PFEI) was simultaneously established in London. Kuhn 
appointed Stewart Till, an experienced executive who had worked at CBS Fox Video and Sky 
Television, as President of PFEI. Wﾗヴﾆｷﾐｪ aヴﾗﾏ Pﾗﾉ┞Gヴ;ﾏげゲ ｴW;Sケ┌;ヴデWヴゲ ｷﾐ BWヴﾆWﾉW┞ “ケ┌;ヴWが Tｷﾉﾉげゲ 
responsibilities included overseeing the development of けaﾗヴWｷｪﾐ ﾉ;ﾐｪ┌;ｪWげ ふﾐﾗﾐ-English) production 
and けｷﾐデWヴﾐ;デｷﾗﾐ;ﾉげ SｷゲデヴｷH┌デｷﾗﾐ ;ﾐS ﾏ;ヴﾆWデｷﾐｪ ふデｴ;デ ｷゲが ;ﾉﾉ デWヴヴｷデﾗヴｷWゲ ﾗ┌tside the US and Canada). 
The US represented the largest national market in the world and was historically considered 
デｴW けゲｴﾗヮ ┘ｷﾐSﾗ┘げ ┘ｴｷIｴ Iﾗ┌ﾉS ヮヴﾗﾏヮデ ゲ┌IIWゲゲ ｷﾐ ｷﾐデWヴﾐ;デｷﾗﾐ;ﾉ デWヴヴｷデﾗヴｷWゲく TｴW W┝ヮWﾐゲW ｷﾐ┗ﾗﾉ┗WS ｷﾐ 
establishing a US distribution company, however, made it a high risk strategy. けTﾗ ﾗヮWﾐ ┌ヮ 
distribution in America is a huge decision and many people, great people, had tried and failed 
dismally. It was perceived as a black hole money pit, so it was an extremely nervous-making 
HWｪｷﾐﾐｷﾐｪげ K┌ｴﾐ W┝ヮﾉ;ｷﾐWSく けWW SWIｷSWS ｷﾐゲﾗa;ヴ ;ゲ ┘W ｴ;S Hｷｪ ヮｷIデ┌ヴWゲ デｴ;デ ┘WげS ﾆWWヮ SｷゲデヴｷH┌デｷﾐｪ 
デｴヴﾗ┌ｪｴ デｴW ゲデ┌Sｷﾗゲが H┌デ デｴW ゲﾏ;ﾉﾉWヴ ﾗﾐWゲ ┘WげS ゲデ;ヴデ ﾗﾐ ﾗ┌ヴ ﾗ┘ﾐげ37. TｴW ｪヴﾗ┌ﾐS┘ﾗヴﾆ aﾗヴ PFEげゲ Wﾐデヴ┞ 
into the US market had begun the previous year with the acquisition of an ongoing output deal from 
the financially troubled Nelson Entertainment. Nelson was unable to honour its contractual 
commitments to Columbia, Showtime and Viacom which were respectively due theatrical, pay-
television and syndicated television rights to the comヮ;ﾐ┞げゲ ﾗ┌デヮ┌デ38. Significantly, access to such 
comprehensive distribution in the US would not otherwise have been possible for PFE at that point 
ｷﾐ デｴW Iﾗﾏヮ;ﾐ┞げゲ SW┗WﾉﾗヮﾏWﾐデく   
 Iﾐ Wゲデ;Hﾉｷゲｴｷﾐｪ PFEげゲ ﾗ┘ﾐ SｷゲデヴｷH┌デｷﾗﾐ Iﾗﾏヮ;ﾐ┞が K┌ｴﾐ ┘;ゲ SWデWヴﾏｷﾐWS デﾗ ヮヴﾗceed as 
cautiously as possible. The result was the incorporation of Gramercy Pictures, a 50/50 joint venture 
between PFE and Universal in May. LﾗI;デWS ﾗﾐ AﾉSWﾐ Dヴｷ┗Wが ﾃ┌ゲデ ﾏｷﾐ┌デWゲ ;┘;┞ aヴﾗﾏ PFEげゲ 
headquarters, Gramercy offered an effective way of entering the market while also mitigating risk 
On one hand, a joint venture ensured that the costs involved in establishing and running the 
company were halved, and on the other, that the supply line of films was doubled. Russell Schwartz, 
a former executive at Island and Miramax, was appointed President of Gramercy and granted day-
to-day operational autonomy from both parent companies. In practice, Gramercy had the remit of 
distributing and maヴﾆWデｷﾐｪ デｴW ﾏWSｷ┌ﾏ ;ﾐS ﾉﾗ┘ H┌SｪWデ けゲヮWIｷ;ﾉデ┞げ ヴWﾉW;ゲWゲ ﾗa Hﾗデｴ ﾗa ｷデゲ ヮ;ヴWﾐデ 
companies, with PFE or Universal approving the P&A spend of each release on a film-by-film basis. 
As Schwartz explained, the distribution and marketing of specialty films was significantly different to 
that of major studio releases: 
 
TｴW ﾏﾗ┗ｷWゲ Sﾗﾐげデ ｪﾗ ﾗ┌デ ┘ｷSWが デｴW┞ ｪﾗ ﾗ┌デ ｷﾐ ; ゲﾏ;ﾉﾉWヴ ヴWﾉW;ゲW ヮ;デデWヴﾐ ;ﾐS ヴW┗ｷW┘ゲ ;ﾐS 
ヮ┌HﾉｷIｷデ┞ ;ヴW ┗Wヴ┞ ｷﾏヮﾗヴデ;ﾐデ デﾗ Wﾐｪ;ｪｷﾐｪ ;ﾐ ;┌SｷWﾐIWく Iデ ┘;ゲﾐげデ ;Hﾗ┌デ ; Hｷｪ TV ゲヮWﾐS ﾗヴ ; Hｷｪ 
outdoor campaign, or some big commercial idea. Most of these films were not overtly 
IﾗﾏﾏWヴIｷ;ﾉく WW ｴ;┗W ; ヮｴヴ;ゲW I;ﾉﾉWS POWが ┘ｴｷIｴ ｷゲ けP;┞ デｴWｷヴ O┘ﾐ W;┞げく Ia デｴW┞ Sﾗﾐげデ ┘ﾗヴﾆ 
ｷﾐ デｴW HWｪｷﾐﾐｷﾐｪ ┞ﾗ┌げヴW ;HﾉW デﾗ ヮ┌ﾉﾉ H;Iﾆ ;ﾐS ﾐﾗデ ゲヮWﾐS ;ﾐ┞ ﾏﾗヴW ﾏﾗﾐW┞が ┘ｴWヴW;ゲ ┘ｷデｴ ; 
wide release yo┌げヴW IﾗﾏﾏｷデデWS aヴﾗﾏ S;┞ ﾗﾐW ;ﾐS ┞ﾗ┌げヴW ゲヮWﾐSｷﾐｪ Γヰ デﾗ Γヵ ヮWヴIWﾐデ ﾗa ┞ﾗ┌ヴ 
advertising budget before you even open. With a platform release you can gauge how much 
money you want to spend to support it depending on how the previous weekend has done39 
 
On the other side of the Atlantic, Stewart Till was simultaneously concentrating on 
Wゲデ;Hﾉｷゲｴｷﾐｪ PFEIげゲ SｷゲデヴｷH┌デｷﾗﾐ ;ﾐS ﾏ;ヴﾆWデｷﾐｪ I;ヮ;Iｷデ┞く WｴｷﾉW デｴW MWSｷ; Dｷ┗ｷゲｷﾗﾐげゲ ヮヴW-sales and 
equity financing business model had begun to build a catalogue of film titles for exploitation in 
perpetuity, the most valuable rights in each aｷﾉﾏげゲ ヮヴﾗS┌Iデ ﾉｷfecycle were exploited by other 
companies. けBﾗ┝ ﾗaaｷIW デｴWﾐが ;ﾐS ゲデｷﾉﾉが ｷゲ デｴW ゲｷﾐｪﾉW HｷｪｪWゲデ Iﾗヴﾗﾉﾉ;ヴ┞ ┘ｷデｴ ;ﾉﾉ デｴW ゲWIﾗﾐS;ヴ┞ ┘ｷﾐSﾗ┘ゲげ 
Tｷﾉﾉ W┝ヮﾉ;ｷﾐWSく けIデげゲ ﾐﾗデ デｴW ﾗﾐﾉ┞ a;Iデﾗヴが H┌デ ｷデげゲ デｴW ﾏﾗゲデ ｷﾏヮﾗヴデ;ﾐデ a;Iデﾗヴく Ia ; aｷﾉﾏ ｷゲ ｴ┌ｪW ;デ デｴW Hﾗ┝ 
ﾗaaｷIW デｴWﾐ ｷデげゲ ｪﾗｷﾐｪ デﾗ Sﾗ ┘Wﾉﾉ ｷﾐ ゲWIﾗﾐS;ヴ┞ ┘ｷﾐSﾗ┘ゲ ;ﾐS ｷa ; aｷﾉﾏ SｷWゲ ;デ デｴW Hﾗ┝ ﾗaaｷIWが デｴWﾐ ｷデげゲ ﾐﾗデ 
ｪﾗｷﾐｪ デﾗ Sﾗ ┘Wﾉﾉ ｷﾐ ゲWIﾗﾐS;ヴ┞ ┘ｷﾐSﾗ┘ゲげ40. Thus, for PFEI, the need to establish companies which 
┘ﾗ┌ﾉS ｴ;ﾐSﾉW デｴW ﾏ;ヴﾆWデｷﾐｪ ;ﾐS SｷゲデヴｷH┌デｷﾗﾐ ﾗa PFEげゲ aｷﾉﾏゲ ;Iヴﾗゲゲ デｴW ヮﾉ;デaﾗヴﾏゲ ﾗa デｴW;デヴｷI;ﾉが ┗ｷSWﾗ 
and eventually television in key national territories was paramount.  As Till went on to explain: 
 
We said at the time, slightly tongue in cheek, if you made good films, then you should be in 
distribution and if you made bad films, you should be in presales. If they turned out to be 
bad films, then the company who bought them bore the risk but, of course, if they were hits, 
then they kept all the margins and profits. The presales route was untenable in the long 
term because if you made a film for $10 million, you could sell it for $11 million, but you 
ﾐW┗Wヴ ゲﾗﾉS ｷデ aﾗヴ ガヱヵ ﾏｷﾉﾉｷﾗﾐ ﾗヴ ガヲヰ ﾏｷﾉﾉｷﾗﾐ ;ﾐS ﾗII;ゲｷﾗﾐ;ﾉﾉ┞ ┞ﾗ┌げS ゲWﾉﾉ ｷデ aﾗヴ グΑ ﾏｷﾉﾉｷﾗﾐ ﾗヴ $8 
million. So, デｴWヴW ┘;ゲ ﾐﾗ ┌ヮゲｷSWが ┞ﾗ┌ SｷSﾐげデ ｴ;┗W デｴW HWﾐWaｷデ ﾗa デｴW ｴｷデゲ.41 
 
Tｷﾉﾉ HWｪ;ﾐ デﾗ ﾗ┗WヴゲWW デｴW Wゲデ;HﾉｷゲｴﾏWﾐデ ﾗa PFEIげゲ ﾗヮWヴ;デｷﾐｪ Iﾗﾏヮ;ﾐｷWゲが ﾗヴ けOP COゲげ ;ゲ デｴW┞ 
became known, in the larger international markets. Pﾗﾉ┞Gヴ;ﾏげゲ W┝ｷゲデｷﾐｪ ﾏ┌ゲｷI companies proved to 
HW ; ﾏｷ┝WS HﾉWゲゲｷﾐｪ ｷﾐ ｴWﾉヮｷﾐｪ デﾗ Wゲデ;Hﾉｷゲｴ PFEIく けWｴWﾐ ┞ﾗ┌ ;ヴヴｷ┗WS デｴWヴW ┘;ゲ ゲﾗﾏW ｷﾐaヴ;ゲデヴ┌Iデ┌ヴWが 
some knowledge of the marketplace and some people who could perhaps set up meetings. That was 
デｴW ｪﾗﾗS ﾐW┘ゲげ Tｷﾉﾉ W┝ヮﾉ;ｷﾐWSく けTｴW H;S ﾐW┘ゲ ┘;ゲ デｴ;デ Aﾉ;ｷﾐ LW┗┞げゲ ┗ｷゲｷﾗﾐ ┘;ゲ デﾗ IヴW;デW ｷﾐデWｪヴ;デWS 
aｷﾉﾏ ;ﾐS ﾏ┌ゲｷI Iﾗﾏヮ;ﾐｷWゲく TｴW ヴW;ﾉｷデ┞ ┘;ゲ デｴ;デ ﾐﾗﾐW ﾗa デｴW ﾏ┌ゲｷI Iﾗﾏヮ;ﾐｷWゲ ぐ ﾆﾐW┘ ;ﾐ┞デｴｷﾐｪ ;Hﾗ┌デ 
film but they wanted to be in filmが ┘ｴﾗ SﾗWゲﾐげデいげ42く Iﾐ Wゲデ;Hﾉｷゲｴｷﾐｪ PFEIげゲ aｷヴゲデ OP COs in France and 
the UK, Till initially pursued a strategy which involved either directly investing in existing distribution 
companies, including Pan Europeenne in France, or forming strategic partnerships with others, such 
as Rank Film Distributors in the UK. As operating companies came on line, the role of Manifesto, 
which was later rebranded PolyGram Film International (PFI), began to change. As Till explained:     
 
PolyGram Film International did two things. They were the sales company which sold the 
ヴｷｪｴデゲ デﾗ デｴW デWヴヴｷデﾗヴｷWゲ ┘ｴWヴW ┘W SｷSﾐげデ ｴ;┗W SｷゲデヴｷH┌デｷﾗﾐく Oヴｷｪｷﾐ;ﾉﾉ┞ デｴ;デ ┘;ゲ W┗Wヴ┞┘ｴWヴW 
except France, then that was everywhere except France and the UK, then everywhere 
except France the UK and Benelux. So, as we set up more territories the sales company 
shrank. They also oversaw the theatrical release, provided the marketing materials, co-
ordinated and had ゲﾗﾏW ﾗ┗Wヴゲｷｪｴデ ぐ The Hollywood studios had a culture that head office 
ﾆﾐW┘ HWゲデく WW ｴ;S ; ゲ;┞ｷﾐｪ デｴ;デ H;ﾏH┌ヴｪ ﾆﾐW┘ HWゲデ ﾗヴ ‘ﾗﾏW ﾆﾐW┘ HWゲデが ;ﾐS ｷa ｷデ SｷSﾐげデ 
know best about the local market, you had the wrong person in there. PFI did more than co-
ﾗヴSｷﾐ;デWが HWI;┌ゲW デｴW┞ Iﾗ┌ﾉS Iｴ;ﾉﾉWﾐｪW SWIｷゲｷﾗﾐゲが H┌デ デｴW┞ SｷSﾐげデ Iﾗﾐデrol the territories.43 
One consequence of PFEげゲ rapidly expanding operating companies was the need for more 
product than Propaganda and Working Title could supply. Pﾗﾉ┞Gヴ;ﾏげゲ ;Iケ┌ｷゲｷデｷﾗﾐ ﾗa AわM ‘WIﾗヴSゲ 
included the LA-based subsidiary A&M Films, run by Dale Pollock. In August, PFE acquired a 51 
percent controlling interest in the LA-based production company Interscope Communications for 
$35 million which was run by founder and chairman, Ted Field, and its president, Bob Court. The 
mainstream orientation of IﾐデWヴゲIﾗヮW ;ﾐS AわMげゲ ヮヴﾗS┌Iデｷﾗﾐ ヮﾗﾉｷIｷWゲ was complimented by a three-
┞W;ヴ SW;ﾉ ┘ｷデｴ JﾗSｷW FﾗゲデWヴげゲ ﾐW┘ﾉ┞ Wゲデ;HﾉｷゲｴWS ヮヴﾗS┌Iデｷﾗﾐ Iﾗﾏヮ;ﾐ┞が Eｪｪ PｷIデ┌ヴWゲ ｷﾐ OIデﾗHWヴ. 
Conversely, foreign-language production was also co-ordinated through investments in the Paris-
based R Films and the Hong Kong-based Tedpoly Films44. PFEげゲ ﾗ┗Wヴ;ﾉﾉ ヮヴﾗS┌Iデｷﾗﾐ ゲデヴ;デWｪ┞が ｴﾗ┘W┗Wr, 
remained largely Anglophone. Figure 6 ｷﾉﾉ┌ゲデヴ;デWゲ PFEげゲ ﾗヮWヴ;デｷﾐg framework at the end of 1992, 
which effectively divided the operation of the company hubs in between London and Los Angeles, 
with Working Title reporting to Kuhn in the latter location.           















































































Significantly, the establishment of PFE also meant that the company would begin directly 
financing film production for the first time. As Figure 7 illustrates, the corporate structure of PFE 
involved the Netherlands-based parent company, PolyGram NV, operating through two existing 
subsidiary companies, PolyGram International Holding BV (PIH) in the Netherlands, and PolyGram 
Holding Inc. (PHI) in the US. PIH was the parent of the existing Manifesto Film Sales and the newly 
established PolyGram Film Production BV (PFP). Similarly, PHI incorporated two new subsidiaries PFE 
Distribution Inc. (PFED) and PFE Production Inc. (PFEP), as well as acting as the parent company for 
PFEげゲ ゲデ;ﾆW ｷﾐ Gヴ;ﾏWヴI┞. The interaction between this network of companies began when the US-
based PFEP provided an agreed annual overhead and development budget to the production labels 
in addition to production funding for all films green-lit through the control sheet. Once completed, 
the film rights were transferred to the Netherlands-based PFP which remained the ultimate 
copyright owner. PFP subsequently licensed the rights to the films in perpetuity to the US-based 
PFED. In turn, PFED sub-ﾉｷIWﾐゲWS ｷﾐデWヴﾐ;デｷﾗﾐ;ﾉ ヴｷｪｴデ デﾗ M;ﾐｷaWゲデﾗが U“ ヴｷｪｴデゲ デﾗ けﾉﾗ┘ H┌SｪWデげ デｷデﾉWゲ デﾗ 
Gヴ;ﾏWヴI┞ ;ﾐS U“ ヴｷｪｴデゲ デﾗ けHｷｪ H┌SｪWデげ aｷﾉﾏゲ デﾗ Cﾗﾉ┌ﾏHｷ;が “ｴﾗ┘デime and Viacom via the acquired 
Nelson Entertainment deal.    
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TｴW ヴ;ヮｷS W┝ヮ;ﾐゲｷﾗﾐ ﾗa PFEげゲ ﾐ;ゲIWﾐデ ゲデ┌Sｷﾗ ゲ┞ゲデWﾏ coincided with changes in Working 
TｷデﾉWげゲ ﾏ;ﾐ;ｪWﾏWﾐデく Bradstreet was the first to jump, citing the change in the culture of the 
company as the primary reasons for his exit47. In January Bradstreet incorporated his own film 
finance company, Bradstreet Media, relocating to Dean Street. His disentanglement from Working 
Title would, however, be extended over the course of the year, coinciding with the termination of 
デｴW Iﾗﾏヮ;ﾐ┞げゲ ﾗヴｷｪｷﾐ;ﾉ ;ｪヴWWﾏWﾐデ ┘ｷデｴ Pﾗﾉ┞Gヴ;ﾏく The regime change at Working Title was also 
actively induced by PFE management.  In the early months of 1992, Kuhn approached Eric Fellner, 
the co-director of the London-based Initial Film and Television, with the offer of joining Working 
Title. One of the few overtly commercially oriented producers in Britain, Fellner had produced films 
in the UK such Sid and Nancy (1986) and The Rachel Papers (1989) as well Hollywood genre pictures 
such as A Kiss Before Dying (1991) and Liebestraum (1991). Convinced by the PFE plan, and the 
opportunities which working as part of a film studio suggested, Fellner began working with Bevan 
almost immediately.  
TｴW ｷﾏヮ;Iデ ﾗa Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ デ┘ﾗ ┞W;ヴ-long integration into PFE had, however, taken its toll 
on Radclyffe. The creative and commercial imperatives of the control sheet had effectively 
extinguished the Working Title of the 1980s. けIt was certainly becoming more corporate as a 
Iﾗﾏヮ;ﾐ┞が ;ﾐS デｴ;デ ┘;ゲ デｴW ゲｷSW ﾗa ｷデ デｴ;デ I aﾗ┌ﾐS SｷaaｷI┌ﾉデげが ゲｴW W┝ヮﾉ;ｷﾐWSく けIデ ┘;ゲ ;ﾉﾉ Iｴ;ﾐｪｷﾐｪく 
Michael was really running it, and then Tim and Eric started working closely together. I wanted to 
ヴ┌ﾐ デｴW ﾉﾗ┘ H┌SｪWデ Sｷ┗ｷゲｷﾗﾐが ;ﾐS デｴWﾐ MｷIｴ;Wﾉ SｷSﾐげデ ┘;ﾐデ ; ﾉﾗ┘-H┌SｪWデ Sｷ┗ｷゲｷﾗﾐが ;ﾐS I SｷSﾐげデ ┘;ﾐデ デﾗ 
ｪﾗ H;Iﾆ┘;ヴSゲ ;ﾐS aﾗヴ┘;ヴSゲ デﾗ Hﾗ;ヴS ﾏWWデｷﾐｪゲげ48 In August Radclyffe took her share of Working 
TｷデﾉWげゲ SW┗WﾉﾗヮﾏWﾐデ ゲﾉ;デW ;ゲ デｴW H;ゲｷゲ aﾗヴ ; ﾐW┘ Iﾗﾏヮ;ﾐ┞が “;ヴ;h Radclyffe Productions (SRP). SRP 
デﾗﾗﾆ ┌ヮ ヴWゲｷSWﾐIW ｷﾐ BWヴ┘ｷIﾆ “デヴWWデ ┘ｴｷﾉW ; けaｷヴゲデ ﾉﾗﾗﾆげ SW;ﾉ ┘;ゲ ﾐWｪﾗデｷ;デWS ┘ｷデｴ PFE. ‘;SIﾉ┞aaWげゲ 
departure and Fellnerげゲ ;ヴヴｷ┗;ﾉ ﾏ;ヴﾆWS デｴW HWｪｷﾐﾐｷﾐｪ ﾗa ; ﾐW┘ Iｴ;ヮデWヴ ｷﾐ Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ ｴｷゲデﾗヴ┞ 
which would see the implementation of yet more profound changes in the following year.  
 
1993: ‘Wゲデヴ┌Iデ┌ヴｷﾐｪ Wﾗヴﾆｷﾐｪ TｷデﾉW ;ﾐS デｴW ヴWaｷﾐWﾏWﾐデ ﾗa デｴW けIﾗﾐデヴﾗﾉ ゲｴWWデげ  
 
In February 1993, it was finally announced that PolyGram Filmed Entertainment had acquired 100 
percent of Working Title and that Eric Fellner had been appointed as co-chairman of the company 
alongside Tim Bevan49く TｴW ヴW;ﾉｷデ┞ ﾗa Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ Iﾗヴヮﾗヴ;デW ｷﾐtegration was, however, a little 
more subtle. In October the previous year a new company, Working Title Ltd., had been 
incorporated as a wholly owned subsidiary of PFE. Bevan and Fellner were appointed as directors 
alongside three senior PFE representatives. Simultaneously, Working Title Films Ltd. became 
dormant, holding the assets and liabilities which the production company had accrued between 
1986 and 199250. The new company was formed to provide a clean slate for the films that Working 
Title greenlit from that moment onwards, each of which would be entirely and directly funded by 
PFE. A second unifying factor in every film which Working Title produced would be the agency of 
Bevan and Fellner in selecting projects and successfully guiding them through the processes of 
development, green-lighting, production, post-production and marketing.  In dividing the labour of 
running the company, Bevan and Fellner made all of the major decisions jointly, including selecting 
which projects to develop. Thereafter, however, the slate was divided between them, with each film 
project managed separately. The role of the producer, and by extension the production company, is 
perhaps best characterised as the intermediary between creativity and commerce. As Fellner 
explained:     
 
A producer is like the chief executive of any business. He has to build the business, come up 
with the ideas, come up with the money to support those ideas and find the creative and 
technical talent to make those ideas into reality. He has to finance the business going 
forward, run the business to a schedule and a budget, and ensure that every single person 
employed is doing absolutely everything that he or she ought to be doing and support them, 
in all the ways that you can support them, so they can do their best work. Then, when 
デｴW┞げ┗W ﾏ;SW デｴWｷヴ ヮヴﾗS┌Iデが ｴW Wﾐゲ┌ヴWゲ デｴ;デ デｴ;デ ヮヴﾗS┌Iデ ｷゲ ;ゲ ｪﾗﾗS ;ゲ ｷデ ヮﾗゲゲｷHﾉ┞ I;ﾐ HW ;ﾐS 
デｴ;デ ｷデ ｪWデゲ デﾗ ﾏ;ヴﾆWデが デｴ;デ ｷデげゲ ヮヴﾗヮWヴﾉ┞ ﾏ;ヴﾆWデWS ;ﾐS SｷゲデヴｷH┌デWS51 
 
  The identity of the new Working Title lay not only in the influence of its new producers-in-
chief, but in the filmmaking processes and structures which the company established and the key 
personnel responsible for creating, maintaining and developing them. During the course of 1993, 
Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ ヲヲ a┌ﾉﾉ-time staff were organised into six lean departments: administration, accounts, 
development, production, the US office and legal and business affairs (see figure 8). In keeping with 
デｴW ;ヮヮヴﾗ;Iｴ ﾗa Pﾗﾉ┞Gヴ;ﾏげゲ ﾉ;HWﾉ ゲ┞ゲデWﾏが デｴW ｪWﾐWヴic functions に administration and accounts に 
┘WヴW ヴWゲｴ;ヮWS デﾗ ﾏｷヴヴﾗヴ Pﾗﾉ┞Gヴ;ﾏげゲ Wゲデ;HﾉｷゲｴWS Iﾗヴヮﾗヴ;デW デWﾏヮﾉ;デWゲく TｴW aﾗ┌ヴ SWヮ;ヴデﾏWﾐデゲ SｷヴWIデﾉ┞ 
involved in filmmaking に development, production, the US office and legal and business affairs に 
were respectively run by Debra Hayward, Jane Frazer, Liza Chasin and Angela Morrison, all of whom 
were promoted from within52. This team formed the backbone of Working Title for the remainder of 
the 1990s and, in most cases, well beyond. In contrast, Working Title Television functioned much like 
any other independent company by gaining commissions from a combination of UK and US 
Hヴﾗ;SI;ゲデWヴゲく Iﾐ デ┌ヴﾐが PFE ;Iケ┌ｷヴWS デｴW ｷﾐデWヴﾐ;デｷﾗﾐ;ﾉ SｷゲデヴｷH┌デｷﾗﾐ ヴｷｪｴデゲ デﾗ WTTVげゲ ﾗ┌デヮ┌デが ┘ｴｷIｴ 
typically closed the financing gap and allowed production to commence53.  Television production, 
ｴﾗ┘W┗Wヴが ┘ﾗ┌ﾉS ヴWﾏ;ｷﾐ ; ゲWIﾗﾐS;ヴ┞ ;Iデｷ┗ｷデ┞ aﾗヴ Wﾗヴﾆｷﾐｪ TｷデﾉW ┘ｷデｴ ;ﾉﾉ ﾗa WTTVげゲ ゲデ;aa ヮ;ｷS WｷデｴWヴ 
part time or on commission.  
 
Fig 8: Working Title Operating Framework 1993 
Tim Bevan

























Solid Boxes:  Full Time Staff (22)
Dashed Boxes: Part Time Staff/Paid by Production (4)
 
Source: 54 
         
 The compelling factor for Working Title become ensuring that its ongoing development 
ゲﾉ;デW ┘ﾗ┌ﾉS ゲ;デｷゲa┞ デｴW ヴWケ┌ｷヴWﾏWﾐデゲ ﾗa PFEげゲ H┌ヴｪWﾗﾐｷﾐｪ SｷゲデヴｷH┌デｷﾗﾐ ヮｷヮWﾉｷﾐWく An examination of 
Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ ヱΓΓヴ H┌SｪWデが aﾗヴ W┝;ﾏヮﾉWが ｪｷ┗Wゲ ;ﾐ ｷﾐSｷI;デｷﾗﾐ ﾗa デｴW ;ﾐデｷIｷヮ;デWS ;ﾐﾐ┌;ﾉ ﾗ┌デヮ┌デ ﾗa デｴW 
production label and of the cost of maintaining its development department. A total development 
budget of £2,922,000 ($4.5 million) allowed for up to £324,500 ($500,000) W;Iｴ aﾗヴ デ┘ﾗ けﾉ;ヴｪWヴ ゲデ;ヴ 
drｷ┗Wﾐげ ヮヴﾗﾃWIデゲが ┌ヮ デﾗ ﾗa ┌ヮ デﾗ グ162,250 ($250,000) W;Iｴ aﾗヴ ヱヲ けﾉ;ヴｪWヴ ｷSW; Sヴｷ┗Wﾐげ ヮヴﾗﾃWIデゲ ;ﾐS ; 
further £324,500 ($500,000) for the acquisition of spec scripts. With four films a year required for 
デｴW PFE SｷゲデヴｷH┌デｷﾗﾐ ;ﾐS ゲ;ﾉWゲ ヮｷヮWﾉｷﾐWが デｴｷゲ ;ﾏﾗ┌ﾐデWS デﾗ ; Iﾗﾐ┗Wヴゲｷﾗﾐ ヴ;デｷﾗ ﾗa ヲぎヱ aﾗヴ けゲデ;ヴ Sヴｷ┗Wﾐげ 
ヮヴﾗﾃWIデゲ ;ﾐS ヴぎヱ aﾗヴ けｷSW; Sヴｷ┗Wﾐげ ヮヴﾗﾃWIデゲく Iﾐ デｴW ゲ;ﾏW ┞W;ヴが Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ ﾗ┗WヴｴW;Sゲ ┘WヴW 
budgeted at £2.4 million, with a projected development write-off of £1.2 million. This combined 
figure of £3.6 million was set against ;ﾐ ;ﾐデｷIｷヮ;デWS ヮヴﾗS┌Iデｷﾗﾐ aWW ;ﾐS けヴWﾐデ ;ﾐS ﾗデｴWヴげ ｷﾐIﾗﾏW 
figure of £1.9 million55. Significantly, Working TｷデﾉW ;ﾐS PFEげゲ ﾗデｴWヴ ﾉ;HWﾉゲ had profit and loss 
accounts which comprised only expenditure (overheads and development) and income (production 
fees). Fees were charged for every film that was greenlit through the control sheet and calculated as 
a set percentage of the production budget. As Ritchie went on to explain, the practice applied to all 
of the PFE production, distribution and sales subsidiaries: 
We let the producers take a production fee and the local PFE distributors and PFI take 
distribution and sales fees. Ideally they would get enough fees in a year to cover their 
overheads. They were not the ones making the big bucks に this was the ultimate centre of 
PFE where the film rights are owned and where the profit from a successful film slate sits. 
From a management point of view, the production companies had to try to break even but 
we did not want to greenlight films and let them earn a production fee so that they could do 
just this に that would be bad business practice. They had to get good films greenlit and 
hopefully make a small profit in so doing.56     
 
WｴｷﾉW Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ ｷﾐデWヴﾐ;ﾉ ゲデヴ┌Iデ┌ヴW ┘;ゲ aﾗヴﾏ;ﾉｷゲWSが ゲﾗ デﾗﾗ ┘;ゲ デｴW ﾏW;ﾐゲ H┞ ┘ｴｷIｴ デｴW 
company would interact with PFE in relation to green-lighting decisions. Each project was assessed 
through a more sophisticated version of the control sheet which became a single-page document 
containing the necessary information to determine the risk and reward profile of each film in 
SW┗WﾉﾗヮﾏWﾐデ ;デ PFEげゲ ゲ┌HゲｷSｷ;ヴ┞ ﾉ;HWﾉゲく As the sample control sheet in figure 9 illustrates, the 
IﾗﾉﾉWIデｷ┗W ;Iデｷ┗ｷデｷWゲ ﾗa Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ SW┗WﾉﾗヮﾏWﾐデが ヮヴﾗS┌Iデｷﾗﾐ ;ﾐS ﾉWｪ;ﾉ ;ﾐS H┌ゲｷﾐWゲゲ ;aa;ｷヴゲ 
departments ヮﾗヮ┌ﾉ;デWS デｴW S;デ; ｷﾐ デｴW けFｷﾉﾏ DWデ;ｷﾉゲげが けPヴﾗS┌Iデｷﾗﾐ B┌SｪWデげ sections. As well as 
summarising the key above-the-line talent associated with the project, デｴW けFｷﾉﾏ DWデ;ｷﾉゲげ ゲWIデｷﾗﾐ ;ﾉゲﾗ 
outlines the ┗;ヴｷﾗ┌ゲ けヮ;ヴデｷIｷヮ;デｷﾗﾐゲげ of these personnel in relation to the net or gross box office 
revenue of the film. TｴW ;Iヴﾗﾐ┞ﾏゲ けBOげが けCBEげ ;ﾐS IABげ ゲデ;ﾐS aﾗヴ Bﾗ┝ OaaｷIWが C;ゲｴ BヴW;ﾆ E┗Wﾐ ;ﾐd 
Initial Actual Break Even. TｴW けPヴﾗS┌Iデｷﾗﾐ B┌SｪWデげ ゲWIデｷﾗﾐ ｪｷ┗Wゲ ; ゲ┌ﾏﾏ;ヴ┞ ﾗa デｴW H┌SｪWデ ｷﾐIﾉ┌Sｷﾐｪ 
above-the-line and below-the-line costs as well as contingency, completion bond and financing 
costs, before listing the production label and PFEげゲ IWﾐデヴ;ﾉ fee, charged at 15 percent and 2.5 
percent respectively. TｴW け‘WゲｷS┌;ﾉゲげ ゲWIデｷﾗﾐが ﾗﾐ デｴW ﾗデｴWヴ ｴ;ﾐSが ﾉｷゲデゲ デｴW ┗;ヴｷﾗ┌ゲ デヴ;SW ｪ┌ｷﾉSゲが 
indicating where the film has been produced under agreement which has consequences for residual 














Fig 9. The Control Sheet (Sample)  
 
Source: 57 
TｴW け“┌ﾏﾏ;ヴ┞げ ゲWIデｷﾗﾐ presents seven scenarios, based upon the revenue forecasts from US 
distribution (via Gramercy), international direct distribution (via the PFE OP COS) and international 
sales to third parties (via PFI). In the given example, the US gross box office estimate ranges from a 
low case scenario of $20m to a high case scenario of $50m. The same range of scenarios is given for 
non-US box office which ranges from a low of $85.5m to a high of $158m58. Based on these gross 
income levels, the net income is then divided to indicate income before fee contribution, fee 
contribution and income after fee contribution. The income before fee contribution indicates the 
aｷﾉﾏげゲ ﾐWデ profit. TｴW けFWW CﾗﾐデヴｷH┌デｷﾗﾐげ ヴWヮヴWゲWﾐデゲ デｴW デﾗデ;ﾉ internal income from all fees charged by 
PFE production, distribution and sales subsidiaries which, in turn, fund the overheads and margins in 
these various PFE operations.  
TｴW けNWデ IﾐIﾗﾏW Aﾐ;ﾉ┞ゲｷゲげ section demonstrates how the figures in the summary were 
calculated by presenting a break-down of receipts and disbursements. As the largest and most 
diversified entertainment market in the world, the US received the most rigorous breakdown of 
receipts on the control sheet. The domestic gross box office (US and Canada) is given before the US 
gross box office is analysed. The rental rate refers to the percentage of box office revenue which is 
claimed by the distributor, a figure which, in the example, ranges from 40 to 45 percent. Thereafter 
projected units of rental and sell-thru US home video are given before income from rental, home 
video and the various forms of television に Pay TV, Pay-per-view, network, basic cable and 
syndication に are listed. In this summary example, international income is presented in consolidated 
figures, divided only into けIﾐデWヴﾐ;デｷﾗﾐ;ﾉ AS┗;ﾐIWゲげ ﾗヴ けIﾐデWヴﾐ;デｷﾗﾐ;ﾉ DｷヴWIデ IﾐIﾗﾏWげく TｴW aﾗヴﾏWヴ 
represents sales to third parties via PFI, ┘ｴｷﾉW けIﾐデWヴﾐ;デｷﾗﾐ;ﾉ DｷヴWIデ IﾐIﾗﾏWげ ｷﾐSｷI;デWゲ ｷﾐIﾗﾏW aヴﾗﾏ 
PFE operating companies. けNﾗﾐ-TｴW;デヴｷI;ﾉげ ;ﾐS けMWヴIｴ;ﾐSｷゲｷﾐｪげ ヴWIWｷヮデゲ ;ヴW ;ﾉゲﾗ ﾉｷゲデWSが H┌デ ｴ;┗W ﾐﾗ 
bearing on this example. The disbursements section begins with the negative cost of the film, before 
listing the associated US and international P&A costs. Next, the various distribution fees for the PFE 
distribution/sales companies are listed across the platforms of US theatrical, US home video, US 
television, PFE OP COs and PFI. Finally, residuals and participations are listed. The total disbursement 
costs are deducted from the total receipts to give the film income result. This result line therefore 
ゲｴﾗ┘ゲ デｴW けヮヴﾗaｷデげ (or loss) of the film itself after all relevant costs and fees.  
One of the principal strengths of the control sheet was its ability to transcend top-down 
methods of green-lighting filmsが ｷﾐゲデW;S ﾃﾗｷﾐデﾉ┞ ヮﾉ;Iｷﾐｪ デｴW ヴWゲヮﾗﾐゲｷHｷﾉｷデ┞ ｷﾐ デｴW ｴ;ﾐSゲ ﾗa PFEげゲ 
production labels, senior management and marketing, distribution and sales divisions. While the 
control sheet presented the commercial case for a given film in black and white, the figures 
inevitably prompted frequent debate between the various parties. The control sheet would take 
shape over a substantial enough time frame to allow for an exchange of views that ultimately 
contributed to a slate which had been roundly considered from both commercial and creative 
angles. As Eric Fellner explained:   
 
It went aヴﾗﾏ けデｴW aｷﾉﾏ ┘ｷﾉﾉ HW a;ﾐデ;ゲデｷIが け┝げ ┘ｷﾉﾉ HW Hヴｷﾉﾉｷ;ﾐデ ｷﾐ デｴW ﾉW;Sが ゲ┌ヴWﾉ┞ ┞ﾗ┌ I;ﾐ ゲWW ｴﾗ┘ 
this film will work?げ デﾗ け┞ﾗ┌げヴW ﾃ┌ゲデ a┌Iﾆｷﾐｪ ┘ヴﾗﾐｪぁげ So it went from coercion to aggression 
and sometimes neither worked and sometimes both worked. But it was good because it 
made us think long and hard about what we were developing and it made them think long 
and hard about how you can go from the written word to selling the dream. It was a very 
good, healthy, discourse and it has taught us right up until today - aﾐS ｷデげゲ ヮヴﾗH;Hﾉ┞ 
ingrained for the rest of our careers - that you have to make a film at the right budget for 
デｴW デ┞ヮW ﾗa aｷﾉﾏ デｴ;デ ｷデ ｷゲく Ia ┞ﾗ┌ Sﾗﾐげデが ┞ﾗ┌げヴW ﾃ┌ゲデ ;ゲﾆｷﾐｪ aﾗヴ デヴﾗ┌HﾉW59. 
 
While business practices resembling the control sheet worked their way into the Hollywood 
industry at large in due course, the initial response in Hollywood was not without considerable 
ゲIWヮデｷIｷゲﾏく けThere was a snippet that I once cut out from Variety about the European company that 
ran its business through a spreadsheet, aﾐS デｴW┞ ┘WヴW ゲヮW;ﾆｷﾐｪ ;Hﾗ┌デ デｴW Iﾗﾐデヴﾗﾉ ゲｴWWデげ Ritchie 
ヴWI;ﾉﾉWSく けThey thought that this was kind of amusing. In fact, within a very short period of time, 
デｴ;デげゲ W┝;Iデﾉ┞ ┘ｴ;デ デｴW ゲデ┌Sｷﾗゲ ゲデ;ヴデWS Sﾗｷﾐｪく Iげﾏ ﾐﾗデ ゲ;┞ｷﾐｪ デｴ;デ ┘W ┘WヴW HWaﾗヴW デｴWﾏが H┌デ デｴW┞ 
didnげデ Sﾗ ｷデ デﾗ デｴW ゲ;ﾏW W┝デWﾐデ デｴ;デ ┘W ┘WヴW Sﾗｷﾐｪ ｷデが HWI;┌ゲW デｴWｷヴ ﾗヮWヴ;デｷﾗﾐゲ ┘WヴW ﾏ;ﾐ;ｪWS 
IﾗﾏヮﾉWデWﾉ┞ SｷaaWヴWﾐデﾉ┞げ60. Considering the issue of producing British films via the control sheet and 
distributing through PFEげゲ ヴ;ヮｷSﾉ┞ SW┗Wﾉﾗヮｷﾐｪ ゲデ┌Sｷﾗ ゲ┞ゲデWﾏが BW┗;ﾐ W┝ヮﾉ;ｷﾐWSぎ     
 
One of the issues with being a British producer is that, unlike being a French producer or an 
Italian producer or a German producer, you share your native language with the biggest 
producer of motion pictures in the world. That brings a set of advantages and a set of 
disadvantages. The set of advantages it brings is that you will probably get your films 
distributed around the world easier than your French, Italian or German equivalent. The 
disad┗;ﾐデ;ｪW ｷゲ デｴ;デ ┞ﾗ┌げヴW ｪﾗｷﾐg to be compared to Hollywood. Ia ┞ﾗ┌げヴW ﾏ;ﾆｷﾐｪ ﾏﾗ┗ｷWゲ aﾗヴ 
a living, the frustration quickly becomes not about getting your film made, but about getting 
your film seen by as many people as you possibly can. It seemed obvious to me when I was 
making independent films that the things audiences liked were production values, famous 
actors and genre に stories that they could relate to. Eric and I decided to apply that to the 
sorts of films that we made. A piece of luck was that we got our foot in the door, and the 
Sﾗﾗヴ ┘W ｪﾗデ ﾗ┌ヴ aﾗﾗデ ｷﾐデﾗ ┘;ゲ デｴW ｷﾐデWヴﾐ;デｷﾗﾐ;ﾉ ﾏ;ヴﾆWデヮﾉ;IW ぐ TｴW ﾗﾐﾉ┞ ゲｷﾐｪﾉW ゲﾗ┌ヴIW 
distributors in the world are the Hollywood studios and in recent years, PolyGram was the 
one that came closest to emulating that 61   
 
Ultimately, the creative and commercial imperatives of the control sheet shaped Working 
Titleげゲ ﾗ┌デヮ┌デ which began to embrace the dominant aesthetic and cultural forms of Hollywood 
filmmaking に production values, star actors and genre に and combining them with British characters, 
settings and cultural themes. In doing so, the company established itself as the preeminent producer 




TｴW ｷﾏヮ;Iデ ﾗa Wﾗヴﾆｷﾐｪ TｷデﾉWげゲ ｷﾐデWｪヴ;デｷﾗﾐ ｷﾐデﾗ Pﾗﾉ┞Gヴ;ﾏげゲ Media Division and subsequently 
PolyGram Filmed Entertainment resulted in the reorientation of the company, and by extension its 
output, towards an international commercial market dominated by Hollywood films. Like PFE itself, 
Working Title proceeded by having one foot in Los Angeles and the other in London, actively 
combining the industries and filmmaking cultures of Hollywood and Britain. Between 1988 and 1993 
Working Title produced a number of films including Chicago Joe and the Showgirl (1990), Fools of 
Fortune (1990) and Map of the Human Heart (1992) which made little impact critically or 
commercially. This period of profound transition was, however, vital in forming the processes and 
structures through which PFE and Working Title would operate. This resulted in success on an 
unprecedented scale in 1994 with the release of Four Weddings and a Funeral, a film which grossed 
over £52 million in the domestic market and over $211m internationally62, breaking records for a UK 
production in the process. Despite the sale of PolyGram to Seagram in 1998, the legacy of PFE 
continues both in the adoption of control sheet-like business practices by the major Hollywood 
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